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There	are	repeated	calls	and	efforts	 to	promote	creativity	more	 in	schools.	 In	 this	
regard,	 the	key	 role	of	 teachers	 in	developing	 creative	 learning	environments	has	






adolescents’	 perceptions	 of	 how	 creativity	 was	 fostered	 by	 teachers	 in	 the	
curriculum.	The	research	is	set	in	a	highly-regarded	international	school	in	central	
Europe.	I	consulted	14	to	16-year-old	adolescents	studying	in	the	final	two	years	of	
the	 International	 Baccalaureate	 (IB)	 Middle	 Years	 Programme	 (MYP).	 I	 also	
consulted	their	teachers	on	themes	that	the	adolescents	found	relevant.	The	purpose	
of	 the	 study	 is	 encapsulated	by	 the	 three	 research	questions	 ‘how	do	 adolescents	
define	 creativity?’,	 ‘how	 do	 adolescents	 perceive	 creativity	 being	 encouraged	 by	
teachers?’	 and	 ‘between	 adolescents,	 teachers	 and	 researchers,	 how	 aligned	 are	
beliefs	about	fostering	creativity	in	the	classroom?’.	
Participants	shared	their	perceptions	through	online	questionnaires,	 focus	groups,	
online	 discussion	 forums,	 individual	 and	 paired	 interviews,	 and	 emails.	 Through	
ongoing	 data	 collection	 and	 analysis,	 four	 main	 categories	 of	 creativity-fostering	
teaching	 practices	 emerged.	 These	 were	 disciplinary	 relevance	 (D),	 student	
empowerment	 (E),	 personal	 and	 social	 relevance	 (R),	 and	 creative	metacognition	














at	 deep	 levels.	 I	 smiled	 to	myself	when	 a	 teacher	walked	 into	 the	 classroom	 and	
couldn't	find	me	in	the	hopeless	chaos	because	of	course,	I	saw	it	as	anything	but.	I	
did	 not	 always	 get	 it	 right,	 and	 some	 initiatives	 are	 best	 forgotten.	 A	 few	 were	
surprising	successes.	I	was	not	atypical	among	my	colleagues.	As	with	many	of	them,	






I	 have	 seen	 school	 leadership	 wanting	 to	 encourage	 creativity	 (even	 if	 it	 was	 at	
moderate	 levels),	 but	 some	 teachers	 could	 not	 adapt	 their	 teaching	 accordingly.	
However,	 even	 when	 encouraging	 creativity	 in	 principle,	 I	 have	 also	 seen	 school	





these	and	other	debates,	 I	have	 for	a	 long	time	believed	 it	worthwhile	 listening	to	
what	young	people	say	about	their	classroom	experiences	and	schooling	in	general.	I	










adolescents	 bring	 out	 the	 very	 best	 of	me	 as	 a	 teacher.	Most	 of	my	 international	
school	experiences	have	been	in	schools	implementing	International	Baccalaureate	
(IB)	 programmes,	 and	 I	 have	 purposefully	 focussed	 most	 of	 my	 teaching	 and	
leadership	 in	 the	 IB	Middle	Years	Programme	(MYP)	which	caters	 for	adolescents	
aged	11	to	16.		
This	 backdrop	 of	 interests	 and	 experiences	 helped	 lead	 me	 to	 this	 research	
investigation	of	adolescents’	perceptions	of	how	creativity	is	encouraged	by	teachers	




or	undergraduates	 in	university.	 In	creativity	research	on	young	people,	 there	has	
also	been	an	emphasis	on	psychometric	testing	and	comparing	these	measurements	
with	 factors	 such	 as	 academic	 performance,	 academic	 motivation,	 family	
backgrounds	 and	 personal	 characteristics.	 In	 the	 context	 of	 international	 schools,	


















few	 sentences,	 I	 sought	 common	 elements	 that	 adolescents	 believed	 creativity	
consisted	of	(six	emerged).	Question	2	was	the	main	thrust	of	the	study	and	aimed	to	




teachers	 play	 a	 very	 significant	 role	 in	 developing	 creativity-fostering	 classroom	
environments	(Sawyer,	2012).	The	creativity	literature	indicates	the	importance	of	
teacher	 attributes,	 classroom	 design,	 and	 pedagogical	 strategies	 that	 emphasise	
areas	 such	 as	 developing	 an	 open-minded	 culture	 of	 learning	 and	 helping	 young	
people	 manage	 uncertainties.	 This	 study	 aimed	 to	 bring	 a	 perspective,	 that	 of	
adolescents,	to	this	consensus.	











The	 setting	 was	 a	 highly	 regarded	 international	 school	 in	 central	 Europe	 which	





I	 adopted	 a	 grounded	 theory	 approach.	 I	 believed	 this	 offered	 an	 encouraging	
framework	for	adolescents	to	direct	the	research	so	that	findings	were	likely	to	be	
authentic	and	applicable.	It	was	a	qualitative	study	in	which	participants	shared	their	
perceptions	 through	 online	 questionnaires,	 focus	 groups,	 individual	 and	 paired	
interviews,	 online	 discussion	 forums,	 and	 emails.	 After	 piloting	 and	 processing	
consent	 forms,	 the	main	period	of	 data	 collection	was	 from	 January	2016	 to	 June	






















that	 I	was	aware	of	 the	relevant	concepts	brought	 to	 the	study	(Corbin	&	Strauss,	
2015).	I	start	the	review	by	introducing	the	multifaceted	nature	of	creativity	and	the	




















and	 links	 directly	 with	 personal	 or	 mini-c	 creativity	 discussed	 in	 section	 2.3.	
5
Simonton’s	 ‘persuasion’	 also	 has	 relevance	 to	 this	 study	 in	 that	 young	 people	
reported	that	they	had	to	persuade	others,	 including	teachers,	that	their	ideas	and	
products	were	of	value.	While	I	use	the	original	4P	framework	as	a	tool	to	describe	












popular	 towards	 the	 end	 of	 the	 20th	 century	 to	 view	 creativity	 as	 something	
accessible	to	everyone,	researchers	began	to	examine	the	traits	of	adults	and	young	
people	who,	while	not	considered	eminent,	demonstrated	high	levels	of	creativity.		
Parallel	 with	 this	 research	 on	 non-eminent	 creative	 people,	 was	 an	 effort	 to	
distinguish	between	different	 levels	of	everyday	creativity	and	consequently	there	
was	a	surge	of	interest	in	strategies	and	tests	to	judge	the	creative	quality	of	everyday	
products	 (Amabile	 &	 Pillemer,	 2012;	 Simonton,	 2006).	 Creativity	 began	 to	 be	
increasingly	 associated	 with	 the	 product,	 rather	 than	 with	 the	 person,	 and	 this	
central	aspect	of	creativity	continues	today	with	most	definitions	taking	the	creative	





creative	product	has	 the	 two	main	 features	of	novelty	and	value,	 and	creativity	 is	
6






describing	 the	 creative	process	 (Glăveanu,	 2014;	 Sadler-Smith,	 2015:	 342).	 Called	
Wallas'	 four-stage	 model,	 it	 describes	 how	 the	 creative	 process	 moves	 from	
preparation,	 incubation,	 illumination	 to	 verification	 (Wallas,	 1926	 in	 Sadler-Smith,	




works	 for	 them	 (even	 in	 reverse	 order),	 allow	 the	 stages	 to	 overlap	 and	 cycle	
repeatedly,	 are	 sensitive	 to	 ongoing	 feedback	 between	 the	 stages,	 and	 sometimes	
even	apply	different	stages	simultaneously	(Sawyer,	2012;	2013).			
Although	 it	 is	 an	 uncommon	word	 to	 use	 today,	 Rhodes	 used	 the	word	 ‘press’	 to	
describe	“the	relationship	between	human	beings	and	the	environment”	(1961:	308).	
It	 refers	 to	 pressures	 that	 influence	 creative	 people	 and	 their	 creative	 processes	
(Runco	&	Pagnani,	2011).	Press	was	emphasised	in	this	study.	For	schools,	it	is	very	
closely	 tied	 in	 with	 physical	 layout,	 availability	 of	 resources	 and	 the	 culture	 of	
teaching	and	 learning.	Amabile	 summarised,	 in	a	 review	of	nearly	7000	creativity	
studies,	 that	 it	 was	 “exceedingly	 rare”	 (1983:	 358)	 for	 research	 to	 focus	 on	 the	
interaction	of	press	with	all	of	people,	process	and	product.	While	there	were	indeed	






and	 diverse	 testing	methods	 have	 been	widely	 suggested	 to	 add	 rigour	 (Cropley,	
2000;	Lubart	et	al,	2007).	Amabile	pioneered	a	new	wave	of	creativity	research	which	
7
continues	 today	on	social-environmental	 forces	which	 focused	on	 the	 interactions	




Ivcevic,	while	 recognising	 its	circular	and	unspecific	description,	 sees	 the	merit	of	
viewing	creativity	as	“a	product	of	the	creative	process	done	by	a	creative	person”	







the	 creative	 process	 (1995),	 and	 these	 emphases	 on	 persuasion	 and	 process	
respectively	seemed	less	relevant	to	the	adolescents	at	CEIS.		
Amabile’s	componential	theory	of	creativity	is	an	integrative	model	of	the	social	and	
psychological	 components	 that	are	 conducive	 to	 the	creative	process	 (1996).	This	
theory	 consists	 of	 three	 within-individual	 components	 (domain-relevant	 skills,	








Amabile,	 1983).	 For	 educators,	 it	 means	 that	 disciplinary	 knowledge	 is	 key	 for	
creativity.	 The	 second	 component,	 creativity-relevant	 processes	 (originally	 called	















task	 motivation	 includes	 two	 aspects	 -	 a	 person’s	 attitude	 to	 a	 task	 (which	 is	
influenced	largely	by	personal	interests)	and	a	person’s	perception	of	the	reasons	for	
doing	 a	 task	 (which	 is	 influenced	 largely	 by	 external	 social	 and	 environmental	
factors)	(Amabile,	1996).	
These	 three	 individual	 components,	 domain-relevant	 skills,	 creativity-relevant	
processes	 and	 intrinsic	 task	motivation	 together	 predict	 the	 quality	 of	 a	 creative	
performance.	This	performance	is	obviously	shaped	by	the	social	environment,	the	
fourth	and	only	external	component	of	the	theory.	The	social	environment	describes	
those	 features	 of	 the	 environment	 (such	 as	 physical	 layout,	 the	 atmosphere	 of	
collaboration,	 openness	 to	 unusual	 ideas,	 and	 autonomy)	 which	 encourage	 and	
discourage	this	creative	performance	(Amabile,	1996).	Amabile’s	framework	places	













that	 this	 expression	 can	 be	 new	 only	 to	 the	 creator	 (2012).	 The	 sociocultural	
definition,	which	 focuses	on	social	 impact,	 is	 that	“creativity	 is	 the	generation	of	a	
product	that	is	judged	to	be	novel	and	also	to	be	appropriate,	useful,	or	valuable	by	a	









product;	 wearing	 something	 unexpected	 does	 not	 equate	 to	 wearing	 something	
commonly	 perceived	 as	 having	 value	 (such	 as	 attaching	 mini-umbrellas	 to	 your	
knees).	 ‘Novel’,	 on	 the	other	hand,	 is	 a	broad	description	 that	 can	be	 seen	 from	a	
global,	local	or	personal	perspective.	The	second	characteristic,	‘of	value’	is	favoured	
over	 ‘useful’	 (as	 well	 as	 by	 Sawyer,	 this	 was	 suggested	 by	 Stein,	 1953)	 and	
‘appropriate’	 (also	 Sternberg	&	Lubart,	 1999;	Weiner,	 2000),	 the	 former	 arguably	
losing	sight	of	aesthetics	and	emotional	 impact,	while	 the	 latter	possibly	diverting	
attention	to	the	ethical	implications	of	the	product,	a	potentially	divisive	judgement.	
‘Of	 value’	 (rather	 than	 ‘valuable’	which	 often	 implies	 a	monetary	 dimension)	 is	 a	
common	word	across	disciplines,	and	like	‘novel’	has	a	broad	spectrum	of	products	
that	it	can	apply	to	in	terms	of	their	nature	(idea,	action,	solution	or	object),	quality	
(high	 relative	 to	 the	personal,	 local	or	global)	 and	applicability	 (personal,	 local	or	
global).	 The	 word	 ‘generation’	 emphasises	 the	 active	 processes	 associated	 with	
creativity,	and	how	they	can	occur	quite	quickly	or	slowly	in	few	or	many	phases.	It	
is	 more	 action-orientated	 than	 for	 example	 ‘ability’	 in	 the	 commonly	 referenced	













medical	 doctors,	 professional	 musicians	 or	 educators)	 (Csikszentmihalyi	 &	
Nakamura,	2014).	Little-c	creativity	is	more	inclusive	and	even	includes	any	product	
that	is	new	and	useful	only	to	the	creator;	other	people	do	not	have	to	know	about	it	
or	 value	 it	 (Stein,	 1987	 in	 Merrotsy,	 2013;	 Sawyer,	 2012).	 Little-c	 also	 includes	




In	 the	context	of	creativity	 in	young	people,	 the	categorisation	of	 little-c	creativity	
helps	enable	educators	to	see	and	influence	the	development	of	creativity.		

















wide	 social	 acclaim.	 Kaufman	 and	 Beghetto	 also	 reconceptualised	 the	 natural	
development	of	creativity	from	beginner	to	world	expert	(2009).	
Mini-c	is	similar	to	the	notion	of	‘personal	creativity’	suggested	by	Runco	(1996)	in	
that	 it	 encompasses	 creations	 of	 new	personal	 knowledge	 and	understanding	but	
which	are	not	judged	as	novel	or	valuable	by	others.	Little-c,	the	next	stage	of	creative	
development,	 involves	 products	 that	 are	 shared	 and	 valued	 by	 others	 within	 a	
narrow	 context.	 The	 next	 stage,	 Pro-C	 creativity,	 represents	 professional	 level	

















While	 Amabile’s	 research	 tends	 to	 focus	 on	 and	 be	 applied	 more	 in	 business	
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environments,	 her	 overview	of	 the	 impact	 of	 classroom	 environments	 on	 student	
creativity	 highlighted	 the	 influence	 of	 teacher	 characteristics	 and	 behaviour,	 peer	
pressure,	and	overall	classroom	climate	(1996).	There	have	been	numerous	studies	
within	this	expanding	area	of	research	to	the	point	where	there	is	a	consensus	that	
teachers	 can	 play	 a	 crucial	 role	 in	 developing	 a	 creativity-inducing	 classroom	
environment	(Ward,	2007).	The	conclusions	from	multiple	studies	can,	I	suggest,	be	
summarised	 under	 six	 broad	 categories	 -	 teacher	 attributes,	 social	 environment,	
disciplinary	 and	 interdisciplinary	 teaching,	 pedagogical	 strategies,	 assessment	 of	
creativity,	 and	 the	 physical	 environment.	 The	 following	 list	 illustrates	 these	











• Having	 knowledge	 of	 pedagogy	 and	 using	 a	 variety	 of	 techniques	 to	 teach	







• Establishing	 an	 atmosphere	 of	 psychological	 safety	 whereby	 everyone	 is	





• Establishing	 a	 warm	 atmosphere	 where	 one	 can	 “listen	 and	 laugh	 with	
students”	(Kong,	2007:	315).	
• Establishing	an	atmosphere	in	which	students	have	autonomy	over	their	own	
learning	 (Amabile,	 1996;	 Runco,	 2010),	 and	 where	 they	 have	 choices	 to	
demonstrate	understanding	(Starko,	2013).	




• Developing	 an	 atmosphere	 in	 which	 students	 are	 challenged	 in	 a	 non-
threatening	way	(Beghetto	&	Kaufman,	2007).	
Pedagogical	strategies:	
• Using	 constraints	 within	 the	 processes	 and	 products	 of	 a	 creative	 task	
(Plucker	&	Dow,	2010;	Stokes,	2010).	






• Encouraging	 a	 view	 that	 being	 creative	 is	 a	 habit	 rather	 than	 a	 skill	 set	
(Sternberg,	2010).	
• Sharing	examples	of	creative	products	(Runco,	2010).	






• Developing	 domain-specific	 knowledge	 in	 their	 students	 (Baer	 &	 Garret,	
2010;	Cropley,	2001;	Sawyer,	2012),	including	its	methods	(Starko,	2013).	
14





• Using	 formative	 assessment	 to	 provide	 timely	 constructive	 and	 specific	








• Emphasising	 intrinsic	 rather	 than	 extrinsic	 motivation	 so	 that	 extrinsic	

















There	 is	 limited	 understanding	 of	 adolescent	 creativity	 (Glăveanu,	 2011;	 Lassig,	








they	 can	 be	 selected	 to	 receive	 specialised	 career	 guidance,	 access	 to	 special	
curriculum	and	advanced	 level	 training	(examples	 include	Akgul	&	Kahveci,	2016;	
Kerr	&	McKay,	2013).		
A	 second	 theme	 is	 on	 determining	 developmental	 trends	 such	 as	 how	 creativity	




year-olds,	 Lau	 &	 Cheung	 for	 12-13-year-olds),	 these	 studies	 all	 suggest	 that,	 in	




adolescence	 is	 a	 period	 of	 major	 cognitive	 development	 which	 explains	 general	
patterns	of	increased	creative	cognition	(Baer,	2016;	Kleibeuker	et	al,	2016).		
A	 third	 theme	 is	 the	 impact	of	 family	backgrounds	on	adolescent	creativity.	While	
research	 is	 limited,	weak	 correlations	 have	 often	 been	 found	 between	 adolescent	
creativity	 and	 both	 higher	 socioeconomic	 backgrounds	 and	 parent	 academic	
education	(Dai	et	al,	2012;	Leu	&	Chiu,	2015;	Parsasirat	et	al,	2013).	Indirect	evidence,	
for	example	through	bilingualism	(Esquivel	&	Peters,	1999;	Lee	&	Kim,	2011),	or	time	
living	 abroad	 (Leung	 et	 al,	 2008),	 suggest	 that	multi-cultural	 experiences	 tend	 to	
16
facilitate	creativity	in	adolescents	and	young	adults,	an	interesting	factor	in	this	study	
as	 the	 school,	 in	 which	 the	 study	 was	 based,	 was	 culturally,	 ethnically	 and	
linguistically	diverse	in	terms	of	its	students	and	teachers.	
The	 fourth	 theme	 in	 adolescent	 creativity	 research	 is	 determining	 relationships	
between	 levels	 of	 creativity	 and	various	personal	 and	 social	 factors.	As	 examples,	
positive	relationships	have	been	found	between	adolescent	creativity	and	intrinsic	
motivation	(de	Jesus	et	al,	2013),	constant	curiosity	(Csikszentmihaly	&	Wolfe,	2014);	





adolescence	 (Stevenson	 et	 al,	 2014),	 these	 gains	may	 be	 short-lived	 (Plucker	 and	
Gorman,	 1999)	 or	 due	 to	 students	 trying	 to	 be	 creative	 so	 that	 they	 conform	 to	
teacher	 expectations	 (Sawyer,	 2012).	 Also,	 the	 courses	 and	 tests	 are	 frequently	
domain-general	(Plucker	&	Gorman,	1994),	and	it	is	not	always	evident	if	the	courses	
have	 an	 impact	 on	 domain-specific	 creativity.	 Importantly	 for	 educators,	 courses	
which	 are	 domain-specific	 tend	 to	 be	 successful	with	 increasing	 creativity	 in	 that	
domain,	although	they	have	limited	impact	on	creativity	in	other	domains,	as	Dow	
and	 Mayer	 found	 in	 the	 case	 of	 mathematics,	 spatial	 and	 visual	 problem-solving	




that	 teaching,	 learning	 and	 classroom	 environments	 reflect	 these	 outcomes.	 This	
view	of	a	curriculum	is	of	course	not	a	new	idea,	with	some	creativity	researchers	
advocating	 such	 an	 approach	 (Craft,	 2001;	 OECD,	 2008	 in	 Sawyer,	 2012).	 Yet,	
redesigning	 curricula	 and	 schooling	 in	 this	 way	 still	 seems	 revolutionary,	 with	
Sawyer	suggesting	“a	more	radical	approach	is	to	teach	content-area	knowledge	in	
ways	 that	 prepare	 students	 to	 be	 more	 creative	 using	 that	 knowledge”	 (Sawyer,	
2012:	 395,	 italics	 my	 emphasis).	 One	 curriculum	model	 which	 seems	 to	 fit	 with	
Sawyer’s	 radical	 approach	 is	 the	 International	 Baccalaureate	 (IB)	 Middle	 Years	
17
Programme	(MYP),	an	overview	of	which	I	provide	in	section	2.7.2.	
These	 five	 research	 themes	 invariably	 involve	 psychometric	 measurements	 of	
adolescent	creativity.	Long,	in	her	review	of	creativity	research	from	2003	to	2012,	





its	 development	 can	 be	 more	 comprehensively	 described,	 contextualised	 and	
successfully	 applied.	 By	 the	 turn	 of	 this	 century,	 this	 approach	 to	 research	 was	
uncommon	within	school	contexts	(Diakidoy	&	Kanari,	1999),	and	continues	as	such	








this	 is	 perhaps	 predictable.	 Some	 of	 these	 perception	 studies	 have	 emphasised	
tensions	 between	 the	 beliefs	 of	 researchers,	 students	 and	 teachers	 (for	 example,	
Turner,	2013),	or	between	teachers	and	students	(for	example,	Slatter,	2009).	Turner	
(2013)	 had	 the	 view	 that	 teachers	 and	 students	 had	 a	 vague	 and	 limited	




their	 respective	 teachers,	 much	 research	 has	 focused	 in	 primary	 school	 where	
students	are	3	to	11	years	of	age	(examples	are	Cho	et	al,	2013;	de	Souza	Fleith,	2000;	






expression,	 a	 move	 towards	 specialisation	 in	 domain-specific	 knowledge	 in	 their	
schooling,	and,	as	mentioned	earlier,	of	rapid	cognitive	growth.	Within	the	context	of	
international	schools	or	schools	implementing	the	International	Baccalaureate	MYP,	







































































































































































The	school	 is	also	what	Hayden	and	Thompson	describe	as	a	 “Type	A	 ‘traditional’	
international	school”,	one	which	was	set	up	primarily,	and	continues	as	such,	to	“cater	
for	globally	mobile	expatriate	 families	 for	whom	the	 local	education	system	is	not	
considered	 appropriate”	 (2013:	5).	 This	 distinguishes	 it	 from	 “type	B	 ‘ideological’	
international	 schools”	 which	 were	 established	 primarily	 to	 bring	 children	 from	
different	 parts	 of	 the	 world	 together	 to	 foster	 peace	 and	 multicultural	
understandings,	and	from	“type	C	‘non-traditional’	international	schools”	which	cater	
predominantly	 for	 host	 country	 nationals	 who	 have	 the	 means	 to	 choose	 an	













a	sense	of	cultural	and	national	 identity,	but	as	an	essential	part	of	 life	 in	the	21st	
century”	(IB,	2016a).	There	are	over	4500	independent	and	state	schools	in	nearly	
150	countries	authorised	 to	 teach	one	or	more	of	 the	programmes,	many	of	 them	
claiming	 to	 be	 an	 international	 school	 (IB,	 2016b).	 The	 IB	 has	 had	 a	 significant	
influence	 on	 the	 development	 of	 international	 schools	 since	 the	 1960s,	 and	 is	
commonly	seen	today	as	a	leading	and	innovative	player	in	international	education	









2.1).	 At	 CEIS,	 the	 following	 subjects	were	 offered	 (with	 the	MYP	 subject	 group	 in	
brackets)	 -	 Drama,	 Music	 and	 Visual	 Arts	 (Arts),	 Design	 (Design),	 Integrated	
humanities	 (Individuals	 and	 societies),	 English	 (Language	 and	 literature),	 French,	
German,	 Spanish	 (all	 Language	 acquisition),	Mathematics	 (Mathematics),	 Physical	







international-mindedness	 (outer	 circle),	 couched	 by	 the	 IB	 through	 the	 Learner	
Profile	situated	in	the	centre.	In	other	words,	the	internationally-minded	person	is	
22




teaching	 and	 learning	 which	 are	 both	 concept-driven	 and	 rooted	 in	 six	 global	





Students	are	 required	 to	demonstrate	a	 commitment	 to	 contributing	and	 learning	
from	a	diverse	range	of	communities	in	what	is	termed	‘service	as	action’	(‘SasA’	at	
CEIS).	 This	 involves	 both	 teacher-initiated	 and	 student-initiated	 service	 activities	
(including	those	within	the	subjects’	curricula).	In	addition,	all	students	complete	at	
least	one	interdisciplinary	assignment,	involving	typically	two	subjects,	in	each	year	
of	 the	 programme.	 In	 these	 assignments,	 students	 are	 assessed	 on	 their	
interdisciplinary	knowledge,	as	well	as	on	knowledge	from	the	respective	subjects	
involved.	Finally,	all	students	in	the	final	year	of	MYP	complete	a	Personal	Project,	a	
long-term	 inquiry	 culminating	 in	 the	 creation	 of	 a	 tangible	 (for	 example,	 a	 board	
game	 promoting	 collaboration)	 or	 intangible	 product	 (such	 as	 a	 fashion	 show).	
Teachers	 score	 these	 and	 other	 summative	 assessment	 tasks	 (sometimes	 called	
performances	 of	 understanding)	by	using	 IB-published	 subject-specific	 criteria,	 of	
which	there	are	four	in	each	subject,	and	also	four	in	interdisciplinary	understanding	
and	 in	 the	 Personal	 Project	 (IB,	 2014a).	 In	 what	 is	 described	 as	 criteria-related	
assessment,	teachers	take	a	best-fit	approach	by	matching	student	understanding	in	

















developing	 innovative	responses	 to	problems;	 it	may	be	evident	 in	process	as	well	as	
outcomes,	products	or	solutions.”	(IB,	2014a:	57)	
This	definition	places	importance	on	the	personal	and	metacognitive	aspects	of	the	




creativity.	They	suggest	 that	while	 it	 is	 important	 for	 students	 to	 learn	how	 to	be	
creative,	it	is	also	vital	that	at	metacognitive	levels,	they	develop	an	awareness	of	how	




and	 limitations,	 both	 within	 a	 domain	 and	 as	 a	 general	 trait)	 and	 contextual	
knowledge	(knowing	when,	where,	how,	and	why	to	be	creative)”	(2013:	160).	The	
authors	place	 special	 importance	on	 contextual	 knowledge	 and	 this	 emerged	as	 a	
theme	discussed	by	students	and	teachers	in	this	study.	
The	global	contexts	also	provide	opportunities	for	creative	thought	and	action.	For	










While	 the	MYP	encourages	 teachers	 to	 “be	empowered	 to	use	 their	 creativity	and	
professionalism”	 in	 developing	MYP	 learning	 units	 (2014a:	 45),	 and	makes	 quite	




Since	 the	 early	 1990s,	 consulting	 students	 about	 their	 experiences	 in	 school	 has	
become	 a	more	 common	 tool	 for	 school	 improvement,	 especially	 in	 teaching	 and	
learning	 (Brooker	 &	 MacDonald,	 1999;	 Corbett	 &	 Wilson,	 1995;	 Fielding,	 2004;	
Rudduck	&	 Flutter,	 2000).	 The	 reasons	 for	 this	 surge	 of	 interest	 in	 student	 voice	











often	 made	 to	 consult	 adolescents.	 These	 efforts	 can	 be	 evident	 through	 active	
student	representation	on	governing	boards,	genuinely	empowered	student	councils	
and	 through	 online	 student	 surveys.	 However,	 I	 am	 not	 entirely	 convinced	 that	
consulting	 students	 systematically	 and	 in	 an	 authentic	 fashion	 is	 common	 in	
international	schools	but	it	is	likely	increasing.	
Using	the	poetic	words	of	Rudduck	and	Flutter,	the	development	of	student	voice	has	
potential	 in	 “carving	 a	 new	 order	 of	 experience”	 (2000:	 75)	 for	 adolescents	 in	
international	 schools,	 although	 it	 is	 important	 to	 understand	 the	 underlying	
assumptions	of	adults	when	seeking	to	find	out	what	young	people	think.	A	variety	of	
terms	have	evolved	to	describe	how	young	people	are	situated	in	the	student	voice	
movement.	 We	 have	 student	 ‘participation’,	 ‘empowerment’,	 ‘involvement’,	
‘consultation’	and	‘voice’,	with	the	latter	becoming	increasingly	accepted	terminology	














think	 (2004).	 ‘Listening’	 has	 been	 suggested	 as	 an	 alternative	word	 (for	 example,	
Schultz	et	al,	2008)	although	I	believe	this	carries	less	responsibility	to	act	upon	what	
is	heard,	the	result	of	which	could	mean	that	we	provide	young	people	with	forums	
to	 speak	 out	 but	 their	 feedback	 does	 not	 influence	 schoolwide	 decisions	 and	 the	
status	 quo	 of	 power	 relations	 is	 maintained	 (Fielding,	 2004).	 By	 intentionally	 or	
unintentionally	 trying	 to	maintain	 power	 over	 young	 people,	 adults	 resist	 having	
their	own	perspectives	questioned	and	taking	advantage	of	suggestions.	As	Fielding	
asks,	 “are	we	sure	 that	our	positions	of	 relative	power	and	our	own	personal	and	
professional	 interests	 are	not	blurring	our	 judgements	or	 shaping	our	 advocacy?”	
(2004:	303).	
It	 is,	 therefore,	 important	 not	 to	 romanticise	 student	 voice	 as	 an	 easy	 and	 non-
controversial	approach	to	understanding	what	works	best	in	schools.	Underlying	this	







how	 it	 was	 encouraged	 in	 educational	 contexts.	 I	 pointed	 out	 the	 importance	 of	
encouraging	creativity	through	the	formal	curriculum,	rather	than	through	separate	
training	 courses.	 I	 argued	 that	 consulting	 young	people	 can	 constructively	 inform	
effective	pedagogy	for	creativity.		
It	is	evident	from	the	literature	review	presented	here	that	there	have	been	limited	
attempts	 to	 understand	 creativity	 from	 the	 perspectives	 of	 14	 to	 16-year	 old	














The	 methods	 applied	 in	 the	 study	 are	 described	 and	 justified.	 Throughout	 the	




In	 justifying	 the	 methodology	 chosen	 in	 social	 science	 research,	 it	 has	 become	
advisable	for	researchers	to	state	their	ontological	and	epistemological	beliefs	(their	
worldview),	 and	 then	 to	define	 their	paradigm	of	 inquiry	 (Bryman,	2012;	Guba	&	
Lincoln,	1994;	Mertens,	2014;	Thomas,	2009).	Such	advice	pertains	to	those	pursuing	
a	grounded	theory	approach	(Annels,	1997;	Birks	&	Mills,	2015).		
However,	 some	 authors,	 especially	 those	 advocating	 mixed-methods	 research	 in	
which	 qualitative	 and	 quantitative	 approaches	 are	 integrated,	 have	 argued	 that	 a	
researcher’s	philosophical	beliefs	are	not	what	are	relevant	but	 the	wise	choice	of	
methodology	 and	 methods	 are	 (Johnson	 and	 Onwuegbuzie,	 2004;	 Muijs,	 2011;	
Tashakkori	 &	 Teddlie,	 2010).	Methodology	 is	 a	 general	 term	 which	 refers	 to	 the	




It	 seems	 useful	 however	 to	 put	 forth	 a	 personal	 philosophy	 to	 help	 avoid	 any	
perceived	 conflicts	 and	 distracting	 tensions	 between	 my	 worldview	 and	 how	 I	
collected	and	analysed	data.	As	Mertens	points	out,	even	in	her	being	sympathetic	to	






of	 the	 human	 being	 in	 the	 world	 (Denzin	 &	 Lincoln,	 2011;	 Williams,	 2001).	
Epistemological	assumptions	are	based	on	what	can	be	known	and	the	relationship	
of	knower	and	known	(how	and	how	much	do	we	know?)	(Guba	and	Lincoln,	1994).		




I	 am	 a	 realist	 in	 that	 I	 believe	 that	 the	 world	 of	 material	 things	 has	 a	 mind-
independent	existence	and	 that	 if	 there	were	no	 living	organisms	 in	 the	universe,	





&	Purcell,	 2000).	 Thus,	 humans,	 compared	 to	 other	mammals,	 have	 a	 remarkable	
ability	 to	 detect	 colours	 and	 see	 objects	 in	 3-D	 while	 we	 have	 a	 relatively	 poor	
capacity	to	smell	the	presence	of	other	living	organisms	in	our	surroundings.	While	I	
believe	 in	one	reality,	knowledge	of	 this	 is	extraordinarily	difficult	because	of	our	
biased	senses	and	the	astounding	complexity	of	determining	causes	and	effects.		
More	broadly,	I	believe	objects	in	the	social	worlds	also	exist	 independently	of	me	
(Sayer,	 2015).	 I	 was	 born	 into	 pre-existing	 social	 constructs	 such	 as	 gravity	 or	
creativity	which	continue	 to	exist	 independently.	As	a	 researcher,	 I	make	 the	best	
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sense	of	events	by	choosing	appropriate	data	collection	instruments	(methods)	and	
analytical	 tools	 so	 that	 theories	 are	 robustly	 developed	 and	 defended.	 This	
philosophical	stance	towards	research	fits	with	critical	realism,	and	in	advocating	for	
it	in	case	study	research,	Easton	usefully	describes	its	main	implications:	
“Observation	 is	 fallible.	 It	 is	 unlikely	 to	 reveal	 completely	 and	 lead	 to	 a	 full	










(but	 not	 necessarily	 judged	 as	 equal	 in	 merit)	 explanations	 for	 this	 reality,	 each	








the	 world	 and	 how	 inquiry	 should	 be	 conducted	 in	 it	 (Thomas,	 2009),	 and	 thus	
describes	a	set	of	ontological,	epistemological	and	methodological	beliefs	(Lincoln	et	






2013;	Patomäki	&	Wight,	2000;	Ryan,	2006)	with	 the	aim	of	 approximating	 some	
external	reality.	Postpositivists	recognise	that	determining	whether	a	line	of	research	
ought	 to	 be	 qualitative,	 quantitative,	 or	 both	 depends	 what	 questions	 are	 being	
addressed	(Paul	&	Marfo,	2001).		
When	 acting	 as	 researchers,	 postpositivists	 tend	 to	 assume	 a	 learning	 role	 rather	
than	a	testing	one	(they	conduct	research	among	participants	and	not	on	them)	and,	




in	 which	 pertinent	 research	 questions	 arise	 over	 time	 (O’Leary,	 2004).	 The	




One	 fitting	 methodological	 approach	 is	 grounded	 theory	 which	 encourages	 a	
researcher	to	refine	the	research	question	as	data	is	collected	and	which	provides	a	
framework	 for	 analysing	 participant-driven	 data	 so	 that	 a	 theory	 emerges.	 The	
scarcity	 of	 research	 in	 adolescents’	 perceptions	 of	 creativity	 and	 how	 to	 foster	 it	
made	 it	 difficult	 to	 know	which	were	 the	 important	 themes,	 and	 their	underlying	
relationships,	to	explore.	In	other	words,	it	was	difficult	to	select	a	suitable	theoretical	
framework	for	the	study	of	adolescent	creativity	which	would	guide	data	collection	
(Lassig,	 2012).	 GT	 offered	 an	 approach	 in	 which	 participants,	 rather	 than	
researchers,	played	an	essential	role	in	designating	important	themes	and	research	
questions.	 Furthermore,	 grounded	 theory	 offered	 possibilities	 to	 go	 beyond	
description	and	seek	underlying	relationships	between	these	themes.	GT	also	offered	
the	 flexibility	 to	decide	during,	 rather	 than	before,	 the	study	which	methods	were	
most	 appropriate	 to	 use	 as	 data	 was	 collected.	 Finally,	 grounded	 theory	 helped	
ensure	 that	 the	 findings	would	 be	 largely	 articulated	 in	 the	words	 of	 adolescents	







data	 systematically	 obtained	 from	 social	 research”	 (Glaser	 &	 Strauss,	 1967:	 2).	
Grounded	theory	(GT)	is	used	to	explain	a	process	(Creswell,	2012).	The	GT	approach	





in	 and	 are	 analysed,	 they	 give	 direction	 for	 the	 researcher	 to	 ask	 new	 questions,	
probe	 deeper	 into	 new	 or	 possible	 concepts	 or	 variables,	 and	 to	 review	 future	
methods;	as	Creswell	points	out,	GT	has	features	that	contain	a	self-correcting	nature	
(2012).	To	appreciate	the	philosophical	underpinnings	and	procedures	of	GT,	I	place	





Strauss,	 at	 a	 time	 when	 the	 popularity	 and	 status	 of	 ethnographic	 and	 other	
qualitative	modes	of	inquiry	in	sociology	were	in	decline	and	were	being	replaced	by	




explicit	 an	 approach	 which	 emphasised	 theory	 generation	 instead	 of	 generation	
testing	 in	 their	 seminal	 book	 ‘The	 Discovery	 of	 Grounded	 Theory:	 strategies	 for	
qualitative	 research’	 or	 often	 simply	 called	 ‘Discovery’	 (Charmaz,	 2008;	 Glaser	 &	
Strauss,	1967).	In	taking	the	high	middle-ground,	Discovery	was	seen	to	bridge	the	
tense	 qualitative/quantitative	 divide.	 By	 offering	 a	 rigorous	 and	 systematic	
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procedure	for	analysing	data,	GT	had	leanings	towards	the	positivist	approaches	of	
the	natural	 sciences.	On	 the	other	hand,	 it	 offered	 renewed	possibilities	 for	 social	
scientists	 to	 interact	 with	 research	 participants	 so	 that	 they	 could	 explore	 their	
perceptions	 and	 understandings	 in	 depth	 (Bartlett	 &	 Payne,	 1997).	 Glaser	 and	
Strauss	encouraged	researchers	to	use	GT	to	explore	areas	considered	inaccessible	
to	positivist	sociologists	such	as	“loneliness,	brutality,	resistance,	debating”	(1967:	







2015).	 Education	 researchers	 encouraged	 the	 use	 of	 GT	 from	 relatively	 early	 on	
(Richer,	1975)	and	it	has	become	popular	with	them	(Strauss	&	Corbin,	1998;	Thomas	
&	James,	2006;	Thornberg,	2011).	More	specifically,	GT	studies	of	the	perceptions	of	





GT	 researchers	 approach	 their	 studies	 with	 an	 open	 mind	 and	 with	 as	 few	
preconceptions	as	possible	to	see	what	is	going	on.	Ideally,	they	have	no	hypotheses	
beforehand,	 they	 are	 not	 sure	 of	 the	 exact	 areas	 of	 focus,	 and	 they	 are	 open	 to	
changing	their	ways	of	obtaining	data	(Glaser	&	Strauss,	1967).	They	then	quickly	set	
about	 interpreting	 incoming	data	to	help	 inform	what	the	 important	concepts	are,	
and	 the	 relationships	 between	 them,	 that	 deserve	 further	 exploration	 in	 the	 next	
round	of	data	collection.	This	process	continues	until	the	researcher	feels	that	further	
data	 collection	 is	 unlikely	 to	provide	 any	new	 insights,	 thus	 arriving	 at	 a	point	 of	
‘theoretical	 saturation’	 (Glaser	 &	 Strauss,	 1967).	 Along	 this	 journey,	 the	 GT	
researcher	 is	 formulating	 and	 testing	 hypotheses	 within	 the	 field,	 until	 finally	 a	
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theory	 is	 formed	which	 is	 firmly	rooted	in	the	data	(Strauss	&	Corbin,	1967).	This	
continuous	commitment	to	focusing	on	what	participants	say	and	do	helps	ensure	
that	 any	 theory	 generated	 will	 be	 relatively	 objective,	 a	 central	 tenet	 of	 a	
postpositivist	 paradigm	 of	 inquiry,	 and	 have	 practical	 implications	 in	 a	 similar	
context.	 In	 the	 same	 way	 that	 critical	 realists	 acknowledge	 every	 event’s	 unique	
complexity,	GT	recognises	that	it	is	naïve	to	formulate	a	theory	that	distances	itself	











been	 collected	 and	 what	 particular	method	 has	 been	 adopted,	 why	 a	 particular	
technique	of	analysing	data	has	been	used	and	a	host	of	similar	other	questions	are	




methods	 as	 “systematic	 guidelines	 for	 gathering,	 synthesizing,	 analysing	 and	













distinct	 versions	 of	 GT	 and	 this	 divergence	 became	 solidified	 with	 separate	
publications	in	the	early	1990s	by	Strauss	and	Glaser.	Strauss	and	Corbin	considered	
their	 book	 (1990)	 a	 refinement	 of	 GT	which	 insisted	 on	 a	more	 prescriptive	 and	
systematic	framework	of	data	analysis	(O’Boyle,	2013).	Glaser	strongly	critiqued	this	











Strauss,	 1967).	However,	 Strauss	 and	Corbin	 (1990)	 stressed	 that	GT	 researchers	
need	to	strike	a	balance	between	some	pre-reading	to	ensure	they	are	sensitive	to	the	
data,	and	excessive	pre-reading	that	will	stifle	efforts	to	discover	theory.	Corbin	&	







procedures	were	 designed	 not	 to	 be	 followed	 dogmatically	 but	 rather	 to	 be	 used	
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creatively	and	flexibly	by	researchers	as	they	deem	appropriate”	(Strauss	&	Corbin,	
1998:	14).	For	creative	 thought,	 it	 is	 important	 to	be	 theoretically	sensitive	 to	 the	
data,	which	can	be	brought	about	not	only	by	knowledge	of	the	relevant	background	
literature	and	through	professional	experiences,	but	also	by	continuously	immersing	
yourself	 in	 the	 data	 because	 “insights	 do	 not	 just	 occur	 haphazardly,	 rather	 they	
happen	to	prepared	minds	during	interplay	with	the	data”	(O’Boyle,	2013;	Strauss	&	
Corbin,	1998:	49-50).		






world	 they	 study	 and	 the	 data	 they	 collect,	 and	 so	 they	 actively	 participate	 in	
constructing	(rather	than	discovering)	grounded	theories	through	their	involvements	
and	interactions	with	“people,	perspectives	and	research	practices”	(Charmaz,	2006:	
10).	 Multiple	 realities	 are	 presented	 in	 data	 analysis,	 corresponding	 to	 each	










conceptualise	 the	 data	 at	 high	 levels	 of	 understanding	 and	 insight	 (theoretical	
sensitivity),	 continuously	 extracting	 concepts	 from	 data	 for	 further	 exploration	
(theoretical	 sampling),	 making	 conceptual	 comparisons	 during	 each	 stage	 of	 the	
analysis	(the	constant	comparative	method),	memo-writing	to	enable	the	researcher	
to	 reflect	 critically	 on	 data	 throughout	 (memoing),	 coding	 data	 into	 conceptual	
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categories,	 formulating	 a	 theory	 which	 explains	 at	 a	 conceptual	 level	 the	
phenomenon	being	studied	and	its	corresponding	context	(theory	generation)	and	
delaying	a	comprehensive	writing	of	 the	 literature	review	until	after	data	analysis	
(Bryman,	 2012;	 Charmaz,	 2006;	 Kenny	 &	 Fourie,	 2015).	 The	 various	 approaches	















the	 methodology	 in	 the	 direction	 of	 constructivist	 GT,	 making	 sure	 to	 clearly	
distinguish	from	her	own	opinions	with	those	of	Strauss,	who	passed	away	in	1996.	





reasoning,	 namely	 inductive,	 deductive,	 abductive	 and	 retroduction.	 This	 section	
focuses	on	how	they	are	apparent	in	Straussian	GT.	
37
The	 thinking	 process	 of	 induction	 involves	moving	 from	 observation	 (which	 uses	
your	senses	or	instruments)	to	theory,	from	the	specific	to	the	general.	The	person	




GT	 also	 involves	 deductive	 reasoning.	 Contrary	 to	 induction,	 deduction	 involves	
moving	 from	 theory	 to	 observation,	 from	 the	 general	 to	 the	 specific.	 The	 person	
employing	 deductive	 reasoning	 uses	 previous	 theories	 to	 develop	 a	 conclusion	
(hypothesis	or	theory)	logically	(Snape	&	Spencer,	2003).	Thus,	the	first	step	of	the	
Straussian	 coding	 process	 will	 inevitably	 involve	 deductive	 reasoning	 as	 the	





approach	 but	 rather	 an	 interplay	 between	 induction	 and	 deduction	 (Corbin	 &	
Strauss,	 2015;	 Glaser,	 1992;	 Strauss,	 1987;	 Strauss	 and	 Corbin	 1998),	 although	





to	 respectable	 research	 in	 the	 social	 sciences	 (Strauss	 &	 Corbin,	 1998).	 For	 this	
reason,	GT	is	sometimes	mistakenly	seen	as	an	inductive	(such	as	Jansen,	2006)	or	
quasi-inductive	(Scott	&	Usher,	2010)	approach.	As	the	deductive-inductive	interplay	
in	GT	became	even	more	evident,	and	a	recognition	 that	 there	were	 limitations	of	
each	 type	 of	 reasoning	 to	 produce	 new	 theory	 in	 the	 natural	 (Proctor	 &	 Capaldi,	
2006)	and	social	sciences	(Robson,	2011;	Scott	&	Usher,	2010),	increasing	emphasis	






respectively,	 Proctor	 &	 Capaldi	 (2006)	 and	 Charmaz	 (2006)	 describe	 abductive	








The	 discovery	 procedure	 in	 GT	 is,	 therefore,	 a	 cycle	 of	 abduction,	 deduction	 and	
induction.	 Data	 analysis	 involves	 abduction	 whereby	 a	 hypothesis	 is	 generated.	
Deduction	 follows	 whereby	 predictions	 are	 made	 which	 would	 support	 the	
hypothesis.	 Looking	 for	 evidence	 for	 these	 predictions	 involves	 induction,	 and	 if	
evidence	cannot	be	found,	then	the	process	of	abduction	begins	again.	This	interplay	
between	abduction,	deduction	and	induction,	central	to	the	processes	inherent	in	GT,	
has	 been	 described	 as	 retroduction	 (Chiasson,	 2005).	 This	 commitment	 to	




Data	 collection	 in	 GT	 is	 guided	 by	 theoretical	 sampling,	 a	 process	 which	 evolves	
during	the	research	process	rather	than	being	pre-determined	beforehand	(Glaser	&	
Strauss,	1967;	Strauss	&	Corbin,	1998).	In	Discovery	it	appears	clearly	defined	as		
“…	 the	 process	 of	 data	 collection	 for	 generating	 theory	 whereby	 the	 analyst	 jointly	
collects,	codes	and	analyzes	his	data	and	decides	what	data	to	collect	next	and	where	to	
find	them,	to	develop	his	theory	as	it	emerges.”	(1967:	45)		





















my	 data	 analysis	 consisted	 of	 moving	 back	 and	 forth	 between	 open,	 axial	 and	
selective	 coding	 (Strauss	 &	 Corbin,	 1998).	 Open	 coding	 involved	 naming	 and	
consolidating	(i.e.	categorising)	concepts	by	close	examination	of	the	data,	much	of	




data	were	 coded	with	 conceptual	 labels	 (i.e.	 concepts)	 and	 then	 similar	 concepts	
were	 systematically	 grouped	 (or	 categorised)	 into	 higher-level	 and	more	 abstract	
concepts	 called	 categories	 (Strauss	 &	 Corbin,	 1998).	 Sometimes,	 as	 categories	








and	 ‘open-ended	 research’.	 As	 open	 coding	 proceeded,	many	 of	 these	 lower-level	
concepts	 became	 properties.	 These	 properties	 defined	 the	 characteristics	 of	 the	
category,	although	the	names	of	these	properties	sometimes	changed.	For	example,	
‘long-term	assignments’	became	simply	‘time’.	Finally,	in	open	coding,	the	ranges	of	
variance	within	 properties	were	 clarified	 in	 a	 process	 called	 “dimensionalization”	
(Strauss	&	Corbin,	1998:	121).	Thus,	dimensions	for	‘time’	ranged	from	‘little	time	to	
make	choices’	to	‘a	lot	of	time	to	make	choices’.		




reflect	 critically	 and	 creatively	 upon	 the	 categories	 and	 their	 interconnections,	 as	
well	 as	help	me	keep	 focused	and	aware	of	 the	data	 (Strauss	and	Corbin	1998).	 I	
wrote	 memos	 either	 as	 text	 (see	 Appendix	 C	 for	 examples)	 or	 as	 diagrams	 (see	
Appendix	D	 for	 an	 example)	 and	 this	was	 done	 in	 electronic	 form	 through	Nvivo	
software	with	occasional	notes	and	diagrams	written	by	hand.		
In	 axial	 coding,	 links	 were	 made	 and	 remade	 between	 categories,	 and	 between	
categories	 and	 subcategories	 (Strauss	 &	 Corbin,	 1998).	 Categories	 and	 their	 sub-
categories	 became	 increasingly	 split	 up,	 reorganised,	 consolidated	 or	 renamed.	









conceptual	model.	 For	 example,	 the	 ‘unsaturated’	 sub-category	 ‘consulting’	within	
the	category	‘shaping	creative	metacognition’	was	explored	further	in	the	individual	
interviews	 by	 referring	 to	 the	 event	 of	 ‘participation	 in	 the	 research’.	 Another	
example	 of	 theoretical	 sampling	 involved	 PowerPoint	 presentations	 and	 how	
adolescents	 perceived	 these	 ‘events’	 as	 not	 always	 successfully	 encouraging	
creativity,	so	to	explore	this	relationship	further	I	asked	teachers.	I	reached	a	stage	
where	I	perceived	that	more	data	yielded	little	extra	information	in	categories,	a	point	
of	 theoretical	 saturation	 (Glaser	&	 Strauss,	 1967),	 and	 so	 data	 collection	 stopped.	
After	 further	 analysis,	 I	 presented	 my	 interpretation	 of	 the	 data	 and	 theoretical	
model	to	the	students	and	teachers	for	their	feedback.		
This	model	attempts	to	explain	what	was	happening	at	CEIS	only,	although	in	the	next	
chapter	 I	 tentatively	 raise	 possibilities	 for	 its	 application	 to	 the	 narrow	 field	 of	





















teachers	 working,	 in	 the	 final	 two	 years	 (M4	 and	 M5)	 of	 the	 IB	 MYP	 in	 a	 well-
respected	 international	 school	 in	 central	 Europe	 (which	 I	 have	 called	 CEIS,	 a	
pseudonym).	This	age	group	was	chosen	for	two	reasons.	The	first	is	that	few	studies	
have	examined	this	age	group.	The	second	reason	is	they	represented	the	group	most	
familiar	with	 the	 IB	MYP,	 including	 the	 Personal	 Project,	 and	 so	 they	 could	more	
easily	connect	elements	of	the	programme	with	creativity.	







as	 fitting	 their	 contexts,	 presumably	 applying	 more	 to	 schools	 which	 consider	
themselves	international	and	which	offer	the	IB	MYP.		
Case	 studies,	 while	 typical	 in	 qualitative	 research,	 are	 not	 confined	 to	 particular	













Coordinator	 believed	 that	 the	 students	 who	 completed	 the	 questionnaire	 and	
participated	 in	the	 focus	groups	and	 interviews	represented	a	variety	of	academic	
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achievements,	 of	 English	 proficiency,	 and	 of	 creative	 accomplishments.	 The	
coordinator	did	not	think	that	those	who	agreed	to	participate	in	the	research	had	
any	defining	characteristics	which	made	them	stand	apart	from	the	rest	of	the	M4/5	
group.	 Nevertheless,	 I	 recognised	 that	 the	 participants	 may	 have	 distinguished	
themselves	from	others	in,	for	example,	their	interest	in	creativity.	
As	with	GT,	case	study	researchers	need	to	acknowledge	and	take	advantage	of	their	
theoretical	 sensitivity	 to	 make	 sense	 of	 the	 data	 but	 at	 the	 same	 time	 not	 blind	
themselves	to	what	the	data	reveal	because	of	their	personal	assumptions.	As	Gillham	
advises,	 “you	 need	 to	 take	 the	 stance	 that	 you	 are	 going	 into	 a	 foreign	 country”	
(2000).		
Thus,	case	study	research	emphasises	a	depth	of	understanding	of	the	context	and	
processes	 of	 the	 phenomenon	 under	 study,	 what	 the	 causes	 and	 effects	 of	 the	





















which	would	 have	made	 travel	 to	 East	 Africa	more	 problematic	 from	my	 base	 in	
Luxembourg.		
I	 examined	 options	 closer	 to	 home	 and	 sent	 a	 request	 to	 the	 head	 of	 CEIS	 on	 16	
November	2015	(see	Appendix	E),	and	subsequently	received	approval	to	conduct	
the	 research.	 CEIS	 was	 established	 in	 the	 1960s,	 considers	 itself	 a	 flagship	
international	school	and	is	one	of	the	pioneer	IB	schools	(Bunnell,	2013)	in	that	 it	
adopted	 the	DP	 during	 the	 IB’s	 infancy	 period	 between	 1969	 and	 1983	 (Wallace,	
1999	in	Bunnell,	2013).	The	school	became	authorised	to	teach	PYP	and	MYP	a	few	
years	into	the	millennium.		
After	 briefly	 liaising	 with	 the	 Head	 of	 Secondary,	 and	 sending	 the	 draft	 online	






to	be	adhered	 to	 regarding	 the	conduct	of	 the	 research	 itself,	 the	 reporting	of	 the	




(see	 Appendices	 F	 and	 G).	 My	 communication	 with	 the	 parents	 and	 guardians	
(hereafter	called	parents)	included	the	school’s	support	for	the	study,	a	summary	of	
how	participants	could	be	 involved,	 the	 likely	methods,	and	how	I	would	strive	to	












Online	questionnaires	 can	be	 justifiably	used	 in	 case	 study	GT	 research	 (Punch	&	





eyes	 of	 others	 (de	 Leeuw,	 2011;	 de	 Vaus,	 2013;	 Gillham,	 2008;	 Robson,	 2011).	


















meaning	 for	 everyone	 (Krosnick	 and	 Presser,	 2010)	 and	 so	 the	 first	 open-ended	
questions	(4	and	5)	focussed	on	respondents’	own	definition	of	‘creativity’,	a	term	I	
suspected	would	be	 interpreted	 in	different	ways	 and	which	was	used	 frequently	
throughout	the	questionnaire.	
Biographical	questions	were	asked	before	the	open-ended	questions,	as	is	generally	
advised	 (Gillham,	 2008).	 The	 open-ended	 questions	 asked	 about	 their	 beliefs	 and	
experiences	in	relation	to	creativity,	and	aimed	to	come	across	as	simple,	balanced	
and	neutral	 (Gillham,	2008).	To	help	 respondents	 avoid	 feeling	 restricted	 in	 their	





For	 overall	 design,	 it	 is	widely	 acknowledged	 that	 organising	 questions	 in	 clearly	
defined	 sections	 or	 blocks	 facilitate	 clarity	 (de	 Leeuw,	 2011;	 de	 Vaus,	 2013).	 De	
Leeuw	also	advises,	 in	 the	context	of	 research	on	children,	 that	each	block	has	an	






The	 student	 and	 teacher	 questionnaires	were	 piloted	 at	 the	 school	 in	 East	 Africa	
originally	 planned	 to	 conduct	 the	 research	 (see	 Appendices	 K	 and	 L).	 The	 pilot	
questionnaire	was	conducted	with	respondents	broadly	similar	to	those	in	the	actual	
study	as	generally	advised	(de	Vaus,	2013;	Lodico	et	al,	2006).	They	were	in	the	same	
year	 levels,	and	 the	school	adopted	 IB	and	became	authorised	 to	 teach	 its	MYP	at	







given	 the	 opportunity	 to	 complete	 it	 in	 their	 own	 time	 from	 14	 December	 to	 28	
December	2015.	Five	M4/M5	students	and	five	M4/M5	teachers	completed	them.	As	
well	as	getting	information	on	the	clarity	and	relevance	of	the	questions	indirectly	
through	 their	 responses,	 I	 also	 sought	 feedback	 on	 these	 aspects	 by	 asking	 them	
directly.		
Feedback	 from	 the	 adolescent	 and	 teacher	 pilot	 questionnaires	was	 encouraging.	
Respondents	completed	it,	they	seemed	to	show	understanding	of	the	questions	in	
the	 same	way	 (i.e.	 the	 questionnaire	 had	 high	 levels	 of	 reliability),	 they	 found	 it	
interesting,	and	they	seemed	to	think	the	questions	were	relevant	to	them	(this,	as	
well	 as	 strong	 links	 between	 the	 questions	 and	 the	 initial	 research	 questions,	














under	 the	 supervision	 of	 a	 teacher.	 The	 teacher	 was	 available	 for	 clarification	











study,	 then	 they	 could	 give	 up	 their	 anonymity	 by	 sharing	 their	 name	 and	 email	




























questionnaire.	 I	 wrote	 to	 them	 individually	 through	 email	 and	 invited	 them	 to	


































both	 an	 interviewer	 and	 moderator	 who	 ensured	 that	 participants	 listened	 and	
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responded	to	each	other	and	who	stayed	on	track	with	the	general	topic	of	creativity.	










within	 education	 (DeFur	 and	 Korinek,	 2010;	 Lassig,	 2013;	 Shaunessy	 &	 Alvarez-
McHatton,	 2009;	 Steinberg	&	McCray,	 2012),	 including	within	 schools	 offering	 an	
international	 education	 (Foley,	2013;	Martin	et	 al,	 2016;	 Savvides,	2008;	Zhang	&	
McGrath,	2009).	Focus	groups	have	also	been	used	widely	with	teachers	working	in	
international	 schools	 (for	example,	Deveney,	2007),	 and	 some	have	 involved	both	
teacher	and	adolescent	focus	groups	(Bryant	et	al,	2016;	Martin	et	al,	2016).	
A	common	drawback	attributed	to	focus	groups	refer	to	how	participants’	responses	
may	 rely	 heavily	 on	 the	 context	 of	 the	 discussions	 (Barbour,	 2007),	which	 raises	
questions	about	reliability.	Yet,	qualitative	researchers	recognise	that	individuals	can	
change	 or	 deepen	 their	 perspectives	 based	 on	 what	 others	 say	 and	 upon	 longer	
personal	reflection.	As	indicated	by	Barbour,	the	process	of	thinking	is	highlighted	
more	 in	 focus	 groups	 than,	 for	 example,	 questionnaires	 (2007).	 Indeed,	 I	 often	
observed	how	the	synergy	in	a	focus	group	led	participants	to	respond	to	a	line	of	
inquiry	 in	 greater	 depth	 as	 the	 discussion	 developed.	 Questions	 about	 validity	
revolve	around	whether	participants	tend	to	reveal	what	they	think	and	whether	they	










I	 prepared	 semi-structured	 interview	 guides	with	 open-ended	 questions	 for	 each	
session.	 I	was	flexible	 in	the	use,	order,	and	wording	of	the	questions,	and	I	asked	
extra	 ones	 when	 I	 thought	 it	 was	 appropriate	 to	 do	 so	 (Corbin	 &	 Strauss,	 2015;	
Robson,	 2011;	 Stewart	 et	 al,	 2007).	While	 the	 interview	 guide	 is	 understandably	
discouraged	in	Classic	GT	(Glaser,	1998),	it	tends	to	be	seen	more	flexibly	in	other	GT	
versions.	 I	 agree	with	 Charmaz’s	 recommendation	 for	 novice	 GT	 researchers	 like	
myself	 to	use	one	because	 it	helps	provide	a	 logical	pacing	of	potential	questions,	















the	 moderator’s	 questions,	 Kitzinger	 highlights	 how	 focus	 groups	 can	 help	
participants	 to	 explore	 and	 clarify	 their	 views	 in	 ways	 that	 would	 be	 less	 easily	







or	 opinionated	participants	 (Bryman,	 2012;	Morgan,	 1997;	 Stewart	 et	 al,	 2007).	 I	
needed	 to	 manage	 all	 interviews	 in	 such	 a	 way	 that	 everyone	 had	 an	 equal	
opportunity	to	share	views,	and	that	voices	were	not	silenced.		
There	are	special	problems	in	interviewing	young	people,	including	in	focus	groups	









Aside	 from	 the	 first	 focus	 groups	 with	 adolescents	 and	 teachers,	 visual	 and	
interactive	prompts	were	used	to	help	keep	discussions	lively	and	elicit	opinions	that	
otherwise	 would	 be	 difficult	 to	 capture.	 For	 example,	 adolescents	 were	 asked	 to	
prioritise	 cards	 showing	 characteristics	 and	definitions	of	 creativity	 that	 emerged	
from	the	student	questionnaire	and	first	focus	group	(see	Appendix	M).	Participants	
were	also	shown	cartoons	depicting	various	themes	that	emerged	from	previous	data	
and	 which	 I	 sought	 to	 explore	 further	 (see	 Appendix	 N	 for	 an	 example).	 These	
strategies	enabled	participants	to	have	lively	discussions	without	my	input;	indeed,	I	
was	silent	for	16	minutes	in	FGA2.		






































































































excluded,	 with	 the	 result	 that	 I	 invited	 all	 27	 participants	 to	 three	 focus	 groups;	




they	were	 omitted	 and	 I	 intended	 to	 invite	 them	 to	 the	 second	 focus	 group.	 The	
question	 of	 inclusive	 participation	 is	 brought	 up	 by	 Greig	 et	 al	 in	 the	 context	 of	
whether	 it	 is	 ever	 justifiable	 to	 exclude	 children	with	 special	 learning	or	physical	




to	 as	 “handpicked	 sampling”	 (2004:	 110).	 For	 example,	 Bela	 mentioned	 how	
boredom	helped	her	be	creative	although	no	one	else	mentioned	 this.	While	most	
students	linked	creativity	to	many	subjects,	I	also	chose	some	who	associated	it	with	
the	 arts.	 This	 sampling	 for	 a	 range	 of	 participants’	 attributes	 and	 diversity	 of	













arrive	 and	 to	 re-arrange	 the	 furniture	 (we	 had	 to	 wait	 for	 a	 class	 to	 finish	




of	 consequence.	 As	with	 every	 focus	 group	 and	 interview,	 I	 asked	 them	 for	 their	
consent	 to	 audio-record	 the	 session	 (it	 was	 always	 granted),	 explaining	 that	 the	







ten	 questions	 focused	 on	 research	 question	 1	 while	 the	 rest	 related	 to	 research	
question	2.		
The	second	(FGA2)	and	third	(FGA3)	adolescent	focus	groups	took	place	in	a	standard	


































Online	 discussion	 forums	 allow	 participants	 to	 have	 written	 rather	 than	 verbal	
discussions.	 They	 are	 logistically	 practical	 (no	 travel,	 audio-recording	 or	
transcribing),	 have	 potential	 to	 be	 inclusive,	 and	 give	 autonomy	 of	 time	 to	 the	
participants	(Bryman,	2012).	I	set	up	asynchronous	discussion	forums	which	meant	
that	 participants	 could	 view	 and	 post	 comments	whenever	 it	was	 convenient	 for	






to	 reflect	 and	 think	before	 sharing	 their	 perspectives,	 the	 latter	 point	 seen	by	De	








anonymity	 in	 the	 questionnaire	 were	 invited	 to	 private	 Google	 Group	 discussion	
forums	(one	for	adolescents	and	one	for	teachers).	Such	a	large	group	is	acceptable	
in	 asynchronous	 forums	 since	 their	 extended	 time	 periods	 makes	 it	 easier	 to	
moderate	and	for	participants	to	contribute	(Bryman,	2012).	I	sent	a	personal	email	
to	 them	on	 2	May	 (see	Appendix	 T)	which	was	 followed	up	 immediately	with	 an	
automated	 and	 individualised	Google	 Group	 invitation.	 8	 students	 and	 4	 teachers	
accepted	 the	 invitations.	While	 students	and	 teachers	 in	 the	 focus	groups	 showed	





research	 in	 the	 event	 they	 had	 not	 seen	 it,	 guidelines	 for	 posting,	 and	 active	
encouragement	to	initiate	their	own	discussions	rather	than	follow	what	was	there.	
All	these	elements	are	considered	helpful	to	encourage	participation	(Bryman,	2012).	
The	 relative	 lack	of	 success	of	 the	discussion	 forum	 in	 recruiting	participants	has	
been	reported	in	other	studies	(for	example,	Bray	and	Schatz,	2013).	Bryman	(2012)	
suggests	 that	 relatively	 few	 participants	 tend	 to	 accept	 invitations	 to	 join	
asynchronous	 online	 focus	 groups,	 giving	 an	 estimation	 of	 between	 5	 and	 20%	















Individual	 or	 1-to-1	 interviews	 are	 a	 common	 method	 in	 qualitative	 educational	
research	and	are	ideal	when	participants	feel	comfortable	with	the	interviewer	and	
are	willing	 to	share	 their	 ideas	 (Creswell,	2012).	Many	of	 the	students	and	all	 the	
teachers	who	participated	in	the	focus	groups	indicated	their	willingness	to	meet	me	
in	 a	 1-to-1	 interview.	 By	 exploring	 what	 could	 be	 considered	 the	 complex	 and	
ambiguous	nature	of	creativity,	students	and	teachers	had	opportunities	 to	 talk	at	
length	and	in	depth	about	matters	that	they	felt	were	important.	
Paired	or	1-to-2	 interviews	 involve	one	 interviewer	(typically	 the	researcher)	and	
two	interviewees,	 the	 latter	engaging	with	each	other	 in	discussions	(Wilson	et	al,	
2016).	While	paired	interviews	have	received	little	attention	as	a	qualitative	research	
method	 (Wilson	 et	 al,	 2016),	 they	 have	 been	 increasingly	 used	 and	 advocated	 in	
research	with	young	children	and	adolescents	(Gallagher,	2009;	Highet,	2003;	James	











the	 difficult	 task	 of	 the	 interviewer	 to	 strike	 a	 balance	 between	 ensuring	 that	
interactions	between	the	pair	are	inclusive	and	dynamic	while	creating	space	for	each	
to	explain,	justify	and	develop	ideas	through	probing	and	prompting.	It	involved	me	










On	 8	 June,	 with	 a	 reminder	 the	 following	 day,	 I	 invited	 all	 13	 adolescents	 and	 4	
teachers	who	had	participated	in	the	focus	groups	to	an	interview	(see	Appendix	W).	
I	 gave	 them	 a	 choice	 to	 meet	 with	me	 one-to-one	 or	 to	 have	 the	 interview	with	
another	of	the	invited	participants.	7	students	agreed	to	meet	with	me	although	on	
the	 day	 I	 only	met	 with	 6.	 Of	 the	 remainder,	 4	 excused	 themselves	 due	 to	 prior	
commitments,	one	gave	no	reason,	and	another	did	not	respond.	Four	adolescents	










the	 end	of	 the	 school	 year	 approached	and	other	days	proved	 too	difficult	due	 to	
school	events	and	my	availability.	It	meant	that	I	conducted	nine	interviews	in	one	

























the	 interview	 (Cohen	 et	 al,	 2013)	 and	 then	 bringing	 up	 questions	 related	 to	 the	
research.	 As	 they	 shared	 these	 perceptions,	 I	 took	 advantage	 of	 my	 analysis	 of	




as	 possible	 to	what	was	 being	 said,	 so	 that	 I	 could	maximise	my	 attention	 to	 the	
interviewees,	and	not	the	analysis,	as	Legard	et	al	demand	(2003).	The	interviews	










same	 case	 using	 the	 same	 procedures	 (Bryman,	 2012).	 While	 these	 two	 terms,	
reliability	 and	 validity,	 and	 the	 criteria	 for	 evaluating	 them	 welcome	 general	





no	 matter	 how	 similar	 they	 may	 appear.	 It	 is	 also	 naïve	 to	 believe	 that	 another	
researcher	would	arrive	at	the	same	conclusions	if	they	conducted	the	same	research	
with	 the	 same	 sample;	 indeed,	 another	 researcher	 might	 find	 another	 equally	
plausible	account	(Maxwell,	1992;	Strauss	&	Corbin,	1998).	These	two	perspectives	
on	 reliability	 are	 held	 by	 critical	 realists	 working	 in	 the	 postpositivist	 mode	 of	
inquiry.		
Validity,	while	important	in	qualitative	research,	is	seen	to	take	a	different	form	to	




causal	 relationships	 in	 data	 are	 carefully	 analysed	 and	 reported.	 In	 other	 words,	
validity	is	 less	about	data	and	methods	like	in	scientific,	quantitative	research,	but	
























concepts,	 constant	 comparisons	 and	 saturation)	 in	 section	 3.4.4.	 Concepts	 were	
developed	from	early	on	to	its	final	stages.	Table	4.9	in	chapter	4	outlines	these	final	
concepts.	Section	3.4.4	also	illustrated	the	inductive	process	of	constant	comparisons	
which	 involved	 me	 constantly	 labelling	 and	 comparing	 data,	 resulting	 in	
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relationships	and	categories	being	identified	at	increasing	levels	of	abstraction.	While	
I	 attempted	 to	 ensure	 theoretical	 saturation	 of	 categories,	 I	 realised	 after	 data	
collection	had	finished	that	there	were	opportunities	to	explore	some	concepts	more.	
For	 example,	 I	 realised	 that	 adolescents’	 perceptions	 of	 connections	 between	
interdisciplinary	learning	and	creativity	remained	relatively	unexplored.	
While	 I	 used	 a	 mixture	 of	 handpicked	 and	 volunteer	 sampling	 for	 selecting	
participants,	 theoretical	 sampling	 involved	 a	 much	 more	 extensive	 process.	 I	
continuously	 sought	 and	 subsequently	 tested	 concepts	 that	 indicated	 a	 cause	 and	
effect	relationship.	For	example,	in	section	3.6.3.3.	I	explained	that	Bela	was	invited	
to	the	first	focus	group,	partly	because	she	mentioned	boredom	in	the	questionnaire	
and	 so	 I	wanted	 to	 test	 the	hypothesis	 that	 boredom	 in	 classes	was	perceived	by	
adolescents	to	encourage	their	creativity.	However,	adolescents	believed	that	while	








that	 the	 final	 ‘theory’	reflects	 the	analysis	used	to	produce	 it.	The	core	category	 is	
clearly	outlined	in	the	next	chapter	as	is	its	relationships	with	the	major	categories,	
the	sub-categories	and	their	properties.	Section	5.4	in	the	final	chapter	responds	to	
questions	 regarding	 the	 quality	 of	 the	 theoretical	model	 that	 I	 propose,	 and	 how	
applicable	it	is	to	CEIS	and	other	schools.		
Two	 important	 aspects	 to	 developing	 theory	 faithful	 to	 the	 data	were	 ensuring	 I	
continuously	 reflected	 on	 the	 data	 and	 I	 received	 feedback	 from	 participants.	 As	
mentioned	in	section	3.4.4,	memos	were	an	important	reflective	tool	during	all	stages	
of	data	analysis.	I	sought	feedback	from	the	participants	in	two	areas.	I	asked	them	to	






The	 study	 followed	 the	 ethical	 guidelines	 of	 the	 British	 Educational	 Research	
Association	(BERA),	in	which	special	attention	is	dedicated	to	research	with	children	
(2011).	 Ethical	 aspects	 have	 already	 been	 discussed	 in	 areas	 such	 as	 obtaining	
consent	and	how	I	sampled	for	participants.	To	reiterate,	I	explained	and	reminded	
participants	throughout	the	study	that	I	would	ensure	data	was	kept	confidential	and	
that	 I	 would	 use	 pseudonyms	 to	 conceal	 the	 identities	 of	 participants.	 This	
information	was	communicated	in	detail	in	my	8-minute	video	introduction,	as	well	
as	 in	 consent	 letters	 (see	 Appendices	 F,	 H	 and	 O),	 the	 introductions	 to	 the	
questionnaires	(see	Appendices	I,	J,	K	and	L),	focus	groups	(see	Appendix	P	and	my	
introductory	words),	and	in	the	interviews	(see	Appendix	W).	In	all	consent	forms	
and	 in	 frequent	 written	 and	 oral	 communication,	 I	 clarified	 to	 adolescents	 and	
teachers	 that	 they	 had	 a	 choice	 whether	 to	 participate	 or	 not,	 that	 they	 could	
withdraw	at	any	stage,	that	they	understood	what	their	participation	involved,	and	













Similarly,	 I	 kept	 a	 similar	 stance	 in	 my	 verbal	 and	 written	 communication	 with	
teachers	 who	 had	 volunteered	 to	 participate	 further	 in	 the	 questionnaires	 (see	
Appendix	AA	for	an	example).	I	appreciated	the	comment	from	Temma	who	in	the	1-





























































data,	 and	 how	 these	 led	 to	 the	 generation	 of	 a	 core	 conceptual	 category	 and	 a	
theoretical	model.		
I	have	used	quotations	 to	 illustrate	what	 students	and	 teachers	 said	orally	and	 in	
writing.	 I	 have	 not	 edited	 the	 quotations,	 and	 this	 aimed	 to	 legitimise	 what	




Names	 of	 participants	 are	 pseudonyms	 and	 do	 not	 aim	 to	 reflect	 personal	
















































points,	 I	 have	 used	 "…"	 to	 help	 bring	 out	 the	 participants'	 central	 messages.	 For	
similar	 reasons,	 I	 have	 used	 "…"	 on	 a	 separate	 line	 to	 replace	 full	 responses	 by	
participants.	
While	I	have	tried	to	be	consistent	with	the	use	of	terminology,	it	seemed	appropriate	
to	 use	 some	 interchangeably	 for	 greater	 fluidity	 in	 communication.	 	 The	 terms	
‘adolescent’	and	‘student’	are	used	interchangeably	with	greater	use	of	the	former	to	
emphasise	 the	 age	 group	 and	 its	 less	 subservient	 tone.	 I	 have	 also	 used	 ‘subject’,	











aspects	 of	 creativity.	 I	 did	 not	 attempt	 to	 ask	 the	 participants	 to	 agree	 on	 one	
definition.	While	various	data	sources	are	used	in	this	section,	they	predominantly	
come	from	the	questionnaires	and	first	focus	groups	with	students	and	teachers.	As	
the	 students	 wrote	 and	 spoke	 about	 the	 nature	 of	 creativity,	 their	 perceptions	













These	 words	 were	 used	 to	 describe	 people,	 products	 and	 processes.	 It	 was	 not	
uncommon	for	adolescents	to	define	creativity	through	more	than	one	of	these	lenses	
as	illustrated	below,	with	my	notes	in	brackets:	
I	would	consider	creativity	as	a	 trait	 [person]	 that	allows	you	 to	express	yourself	 in	
multiple	 ways.	 It	 can	 also	 be	 interpreted	 in	 your	 thought	 process	 and	 the	 way	 you	
think/perceive	concepts,	thoughts,	ideas	[process],	etc.	(Suda,	QueA)	
As	 adolescents	 discussed	 creativity	 interactively,	 they	 tended	 to	 view	 creativity	
through	all	these	lenses	interchangeably	and	simultaneously.		
























This	 section	highlighted	 that	 adolescents,	 as	well	 as	 teachers,	described	 creativity	
from	various	lenses	(person,	process	and	product)	and	they	moved	interchangeably	
between	them	as	they	discussed	creativity	individually	and	in	conversation	with	their	







a	 social	 impact	 (to	peers	and	 the	 school	 community).	Personal	 impact	 arose	 from	





















Creativity	 was	 frequently	 associated	 with	 the	 values	 of	 freedom	 and	 personal	
expression,	 as	 with	 Nora	 towards	 the	 end	 of	 the	 last	 quotation.	 Creativity	 was	 a	
“chance	 to	 express	 your	 imagination”	 (Anonymous	 23,	 QueA).	 Nevertheless,	
creativity	was	viewed	as	much	more	than	personal	expression.	When	the	second	and	































be	 in	 art	 but	maybe	 some	 subjects	 are	more	 creative	 than	 others.	 I	would	 say	 that.	
(Marc,	FGA1)	
Many	adolescents	cited	examples	of	their	creativity	in	the	curriculum	from	within	the	
arts	 or	 from	 the	 English	 language	 and	 literature	 classes.	 In	 the	 questionnaire,	
examples	 also	 came	 from	 design,	 language	 acquisition,	 mathematics,	 personal	




nature,	 although	 these	 terms	were	 not	 used.	 The	 domain-general	 aspect	 involved	
having	a	certain	attitude	or	mindset,	and	this	 is	discussed	 further	 in	section	4.2.6.	
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Domain-specificity	 became	 evident	 during	 the	 creative	 process	 and	 in	 the	 final	
product:		
If	your	uniqueness	is	more	based	towards	for	example,	you're	very	good	at	art	and	that's	





were	 in	 another,	 although	 there	 existed	 the	 domain-general	 creativity	 aspect	 of	
mindset.	Inma	starts	a	conversation	about	this	through	reference	to	a	creative	artist	







Other	 participants	 agreed	 in	 the	 focus	 group	 and	 cited	 other	 examples.	 Later	 in	
section	4.3.1,	the	importance	of	domain-specific	knowledge	for	fostering	creativity	is	
discussed.		







































Marc	 thought	 that	 the	development	 of	 an	 idea	was	 in	 itself	 sufficient	 to	 be	 called	
creative:	












































Rory	 also	 associated	 creativity	 with	 a	 personal	 characteristic,	 stating	 that	 it	 was	
having	 “an	 attitude	 of	 problem-solving”	 (FGA1).	 In	 the	 second	 adolescent	 focus	












Rory’s	 final	 comments	 in	 the	 1-to-1	 interview	 confirmed	 his	 opinion	 that	 being	















frequently	mentioned	 by	 other	 adolescents.	 Similarly,	 one	 student	 suggested	 that	
creativity	involved	“seeing	the	world	in	multiple	and	new	perspectives”	(Anonymous	
17,	QueA).		














opposing	viewpoints.	Rather,	differences	 tended	 to	arise	 in	 the	emphasis	 given	 to	
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discussing	 certain	 aspects	 of	 creativity	 (whether	 it	 was	 interesting	 or	 easy	 to	
communicate	about	or	not)	and	on	the	degree	that	an	aspect	applied	to	the	nature	of	
creativity	(whether	it	was	very	important	or	not).	An	example	of	the	former	is	that	
some	adolescents	did	not	get	 involved	 in	discussions	about	 the	domain-generality	
and	 the	 domain-specificity	 of	 creativity.	 An	 example	 of	 the	 latter	 is	 that	 some	
adolescents	emphasised	the	reinterpretation	of	already	existing	ideas	or	the	remixing	
of	ideas	as	more	central	to	creativity	than	others.	While	I	could	have	made	a	special	


































was	 variation,	 albeit	 limited,	 in	 the	degree	 that	 creativity	was	 transferable	 across	
disciplines.	

































box'	 to	 describe	 times	 when	 they	 were	 looking	 towards	 traditional	 disciplinary	


















Both	 adolescents	 and	 teachers	 used	 ‘thinking	 too	 far	 out	 of	 the	 box’	 or	 a	 similar	
phrase	 to	 describe	 times	 when	 creativity	 did	 not	 show	 disciplinary-relevant	
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say,	 well	 we	 have	 a	 responsibility	 to	 our	 students	 and	 if	 you	 can't	 meet	 certain	
requirements,	it's	not	good	enough	to	be	creative	if	you	don't	write	your	reports	or	if	
you	don't	give	feedback	or	whatever.	(Temma,	FGT2)	
Adolescents	 seemed	 aware	 that	 it	 was	 essential	 to	 have	 a	 strong	 disciplinary	







As	 mentioned	 in	 section	 4.2.6,	 adolescents	 stressed	 the	 importance	 of	 teachers	
encouraging	a	creative	mindset	over	teaching	specific	creativity	skills.	One	student	
expressed	how	motivated	she	was	with	one	teacher’s	words:	












was	 praise	 attached.	 For	 example,	 Suda	 suggested	 that	 teachers	 encouraged	 her	
creativity	“by	complimenting	what	I	already	have	and	then	putting	their	own	input	
into	it	on	what	I	should	do	next	or	even	how	I	could	improve	on	something”	(QueA).	
























2,	 QueA).	 Examples	 helped	 make	 creativity	 more	 visible	 to	 students	 and	
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demonstrated	 different	 possible	 approaches,	 although	 Lara	 made	 clear	 that	
“sometimes	we	are	given	examples	to	follow,	but	we	are	not	allowed	to	copy	the	exact	
form!”	(QueA).	
Teachers	 indicated	 that	 they	often	provided	examples	 to	 illustrate	what	creativity	
could	look	like	when	students	were	beginning	an	assignment.	Typical	was	to	share	a	




Temma:	…	 I	know	that	many	people	 say	 showing	exemplars	 is	very	good	but	 I	don't	















or	 hypothetical,	 and	 whether	 done	 by	 students	 or	 professionals,	 seemed	 to	 help	
students	develop	both	domain-specific	and	domain-general	creativity.	
The	 third	way	 that	 teachers	 guided	 domain-specific	 creativity	 was	 through	 them	
modelling	 discipline-specific	 creativity	 traits	 and	 products	 (modelling	 domain-
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specific	 guidance	 from	 teachers.	 This	 guidance	 took	 the	 form	 of	 advice,	 giving	











The	 arts	 subject	 group,	 along	 with	 English	 language	 and	 literature	 classes	 were	
widely	 seen	 to	 stand	 out	 among	 the	 subjects	 to	 encourage	 and	 reward	 creativity.	
86
Nevertheless,	 there	 were	 indications	 that	 other	 subjects,	 including	 science	 and	
mathematics,	were	encouraging	it	more	compared	to	previous	years:	
Often	in	creative	subjects	such	as	art,	music,	and	other	things	of	the	sort	there	is	a	lot	of	
emphasis	 on	 creativity	 and	 it	 is	 often	 rewarded.	 I	 feel	 as	 though	more	 subjects	 are	
starting	to	support	creativity.	For	example,	 in	maths	a	few	years	ago	everything	was	
assessed	on	you	knowledge	and	the	tests	your	were	given	in	class,	however	this	year	in	




to	 do	 things	 such	 as	 presentations,	 voice	 recordings”	 (Nora,	ODFA).	Nevertheless,	
there	was	 still	 a	 feeling	 among	 adolescents,	 including	 Bela	 and	Nora,	 that	 not	 all	
teachers	promoted	creativity	in	assessment	tasks.	
Teachers	tended	to	be	more	critical	of	the	assessment	criteria	with	a	general	feeling	
that	while	 “there’s	nothing	 in	 the	MYP	criteria	 that	precludes	creativity”	 (Temma,	
FGT1),	 the	vague	wording	of	 these	allowed	teachers	 to	apply	creativity	 to	varying	
degrees.	This	 led	Yvona	 to	 conclude	 in	 the	 same	 focus	 group	 that	 “I	wouldn't	 say	
creativity	is	at	the	forefront	of	these	criteria	we	are	using	for	assessments”	(FGT1).	
Teachers	believed	that	if	creativity	was	being	applied	to	the	criteria,	then	this	ought	
to	 focus	 on	deepening	 or	 showing	disciplinary	 knowledge.	 In	 a	 focus	 group,	 Stela	
suggested	that	some	students	can	be	‘too	creative’,	later	clarifying	this	to	mean	that	
they	were	creative	outside	 the	boundaries	of	 the	discipline	by,	 for	example,	being	
artistic	in	science.	Temma	agreed	and	added	that	some	teachers,	more	in	the	past,	





While	 interdisciplinary	 learning	 was	 not	 a	 common	 discussion	 point	 among	
adolescents,	it	was	seen	by	some	to	encourage	creativity.	
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a	 movement	 composition.	 The	 composition	 needed	 to	 consist	 of	 several	 gymnastics	





very	 impressed	with	 the	 creativity	 on	 show.	 Indeed,	 the	 delight	 she	 expressed	 in	
seeing	 creativity	 in	 others	 was	 powerful,	 and	 offered	 an	 inspiring	 and	 colourful	
justification	for	interdisciplinary	learning	and	its	sharing:		
…	I	think	they	were	researching	things	that	could	help	the	world	…	and	they	were	talking	













was	 promoted	 and	 assessed	 within	 the	 boundaries	 of	 disciplinary	 knowledge.	
Students	observed	that	teachers	across	subject	groups	and	within	them	encouraged	
and	assessed	for	creativity	to	varying	degrees,	although	a	greater	commitment	to	do	
this	 was	 evident	 in	 recent	 years.	 Although	 not	 mentioned	 by	 participants,	 this	
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observed	shift	may	have	been	due	to	recent	changes	in	the	MYP	model	since	2014.	
On	 a	 similar	 but	 distinct	 point,	 students	 believed	 that	 ensuring	 that	 they	 paid	
attention	to	disciplinary	knowledge	(‘thinking	in	the	box’)	helped	them	be	creative	
(‘thinking	out	of	the	box’).	Finally,	 interdisciplinary	units	and	electives	were	noted	













to	 breathe”.	 Adolescents	 also	 believed	 that	 too	much	 freedom	 in	which	 a	 teacher	
enforced	few	or	no	rules	also	inhibited	creativity,	and	ideally	“they	give	us	space	and	
rules	but	no	strict	rules	or	restrictions”	(Anonymous	2,	QueA).	
Adolescents	 often	 linked	 this	 creativity-inducing	 classroom	 environment	 with	
teachers’	traits	such	as	“laid	back,	but	also	not	too	much”	(Anonymous	5,	QueA).	Other	
words	commonly	used	by	adolescents	to	describe	the	balanced	traits	of	teachers	that	
encouraged	 creativity,	 were	 being	 open-minded,	 friendly,	 caring,	 easy-going,	
committed,	positive,	funny,	creative	and	flexible:	











In	 summary,	 adolescents	 believed	 that	 the	 social	 environment	 and	 its	 underlying	
social	structures	significantly	influenced	their	creativity	and	that	teachers	played	a	
central	 role	 in	 developing	 and	maintaining	 these	 in	 the	 classroom.	 Teachers	 had	
similar	opinions	with	one	noting	that	uncreative	learning	environments	arise	when	







grouped	 together	 to	 accommodate	 up	 to	 four	 students,	 and	 these	 seating	
arrangements	 were	 usually	 flexible,	 meaning	 students	 could	 decide	 among	






























I've	 always	 really	 enjoyed	 setting	 up	 the	 classroom	 with	 students	 so	 that	 it	 was	
organised	and	creative	and	a	fun	place	to	learn…	For	me,	it's	important	to	have	plants	
in	the	room.	Big	ones	because	then	it's	like	a	bridge	to	nature	or	outside.	It's	not	just	a	
room.	 I	 like	 to	 break	 up	 the	 room	 so	 there's	 a	 different	 flow.	 It's	 not	 the	 chairs	 all	
together.	I	like	to	have	posters,	…	I	have	inspirational	quotes	in	the	room.	…	It	should	
invite	students	to	think	and	learn	and	be	a	welcoming	place.	(IntT)	









“a	 wide	 range	 of	 resources	 to	 create	 our	 own	 way	 of	 presenting	 something”	
(Anonymous	6,	QueA)	were	seen	to	empower	adolescents	and	encourage	creativity.	
Yvona,	 a	 teacher,	 agreed	 wholeheartedly	 with	 this	 view,	 and	 gave	 a	 colourful	
description	indicative	of	many	adolescents’	views:	
Basically,	I	like	my	room	to	be	…	organised	and	to	have	…	different	areas	in	the	room	























our	 possibilities	 and	 limitations	 and	 we	 can	 all	 do	 something	 in	 a	 unique	 way.	
(Anonymous	15,	QueA)	
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for	 example,	 suggested	 that	 “it's	 not	 necessarily	 something	 totally	 open	 to	 be	
creative.”	 (FGT1).	Similarly,	Temma	believed	 that	 the	 teacher	 “who	really	 sets	 the	
limits	might	be	the	saviour	for	the	kid	who	is	all	over	the	place,	and	needs	a	little	bit	
of	harnessing	so	that	those	wonderful	ideas	aren't	just	going	all	over	the	place”,	to	
which	 Yvona	 replied	 that	 “it's	 possible	 though	 to	 still	 keep	 structure	 but	 have	
freedom	to	be	really	creative”	(FGT2).	
While	 adolescents	 believed	 creativity	 was	 fostered	 in	 tasks	 when	 they	 had	 “the	
opportunity	to	do	it	alone	or	in	a	group”	(Anonymous	4,	QueT),	they	also	realised	that	
it	was	important	that	“teachers	make	sure	that	we	get	a	good	mixture	of	peer	work	
and	 individual	 work",	 this	 creates	 a	 good	 balance	 between	 exchanging	 ideas	 and	
developing	your	own”	(Anonymous	1,	QueA).		
Teachers	agreed	that	students	needed	opportunities	to	share	ideas	in	a	group	and	to	










than	here.	Here	 there	 is	quite	an	emphasis	on	working	 together	and	collaboration.	 I	
think	there	are	good	arguments	that	maybe	it's	gone	too	far	that	direction.	Certainly,	
for	an	introverted	child	like	me,	it	would	have	been	stressful	to	work	with	others	every	












around,	 I	 think	 let	people	know	that	 it	 isn't	 just	one	 idea	that	 is	allowed.…	(Temma,	
FGT1)		
In	 the	 previous	 section	 4.3.2.2,	 some	 adolescents	 similarly	 pointed	 out	 that	 to	
encourage	 creativity,	 it	 was	 important	 to	 empower	 them	 with	 easy	 access	 to	 a	
diversity	of	relevant	resources.		
In	this	section,	it	was	noted	that	adolescents	believed	creativity	was	fostered	in	an	
empowering	 environment	 in	which	 activities	 and	 tasks	were	 sufficiently,	 but	 not	









job	 and	 if	 the	 teacher	 motivates	 you…	 You	 know,	 creativity,	 being	 creative,	 and	
expressing	yourself	is	fun	in	a	way,	and	I	think	that	has	a	positive	impact.	(José,	IntA)	
However,	 presenting	 did	 not	 guarantee	 creative	 delivery	 or	 products.	 Many	
adolescents	 believed	 that	 PowerPoint	 presentations	 were	 frequently	 uncreative,	
boring	and	showed	shallow	understanding.	It	was	often	unexpected	extra	freedom	or	
an	 unanticipated	 boundary	 in	 presentations	 that	 set	 powerful	 conditions	 for	
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empowerment	 and	 creativity.	 Examples	 noted	 by	 students	 included	 the	 teacher	























for	 them	 to	 try	 to	 have	 a	 space	 to	 present	 in	 a	 different	way	what	 they've	 learned.	
(Yvona,	FGT2)	
This	section	highlighted	how	adolescents	felt	empowered	giving	presentations	and	
























seen	 by	 adolescents	 to	 empower	 them	 and	 encourage	 their	 creativity,	 with	 Nora	
urging	teachers	to	“make	sure	that	everything	including	arguments,	questions	and	





















Teachers	 also	 appreciated	 the	 importance	 of	 open-ended	questioning	 in	 fostering	
creativity,	as	Ulrik	pointed	out:	













comforted	 by	 noticing	 their	 peers	 had	 somewhat	 similar	 views	 to	 them	 about	
creativity:	
I	saw	that	people	around	me	had	quite	different	opinions	maybe	but	not	that	different.	
The	main	aspects	of	what	creativity	 is	and	what's	 the	basic	concept,	 I	 saw	that	 they	
almost	all	 thought	the	same	as	I	 thought.	But	then	maybe	they	had	slightly	different	
positions	on	other	points	but	generally	we	had	the	same	points	of	view.	(Rory,	IntA)	
The	 benefits	 of	 hearing	 the	 perspectives	 of	 others	 was	 often	 considered	







Bela	 greatly	 appreciated	 being	 consulted	 upon	 in	 this	 research,	 and	 felt	 that	
opportunities	to	influence	decision-making	were	rare	in	the	school.	She	found	being	










consideration.	 And	 if	 they	 are,	 they’re	 often	 implemented	 in	 such	 a	way	 that	 upsets	
students.	(Bela,	IntA)	







of	 a	 summative	 task,	 having	 ownership	 of	 their	 learning	 and	 products,	 being	
consulted	upon,	and	having	a	high	level	of	autonomy	in	their	interactions	with	people,	
time	and	the	environment.	Boundaries	 included	classroom	rules	and	expectations,	





and	assignments	had	relevance.	While	this	 is	perhaps	predictable,	 they	 linked	this	
















I	 also	 felt	 creative	when	 I	made	my	 very	 own	 song	 in	music.	 I	 used	 garage	 band	 to	
compose	a	unique	song.	It	sounded	really	cool	and	I'm	guessing	nobody	else	had	made	
that	song	before.	I	was	proud	of	my	work	and	felt	creative.	(Anonymous	9,	QueA)	


























































[Ulrik	and	Yvona	agree]	 	 	 	 	 	 	 (FGT1)	
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Not	 all	 adolescents	 were	 reticent	 with	 saying	 that	 they	 sought	 social	 recognition	
when	being	creative.	Aiming	for	a	high	academic	grade	was	motivating	and	so	“by	

















could	 either	make	 it	 boring	 or	 you	 could	 put	more	 effort	 into	 it	 and	make	 it	 more	
creative,	and	you	think	'oh,	well,	then	they'll	be	happier	with	it	in	the	end	by	making	an	
effort'.	That	it	could	be	a	reward	or	it	could	be	like	in	English,	where	if	you're	creative	













Nevertheless,	 while	 perhaps	 not	 seeking	 it,	 adolescents	 appreciated	 it	 when	 they	
received	social	recognition.	From	her	peers,	Nora	clearly	felt	a	sense	of	pride	of	her	
creative	accomplishment	when	she	wrote	that	“my	friend	was	very	impressed	and	
said	 things	 such	 as	 ''I	 would	 never	 think	 of	 something	 like	 that''	 or	 ''that’s	 so	
awesome''”	 (QueA).	 It	 was	 evident	 that	 adolescents	 sought	 or	 appreciated	






















efforts	 and	 accomplishments”	 (Kaufman	 et	 al,	 2016).	 This	 section	 describes	




Undoubtedly,	 teachers,	 students	 and	 family	 played	 significant	 roles	 in	 shaping	
perceptions	of	what	creativity	is,	and	what	it	involved.	In	section	4.3.2.7,	I	reported	
that	 adolescents	 felt	 empowered	 by	 being	 consulted.	 It	 was	 also	 evident	 that	 it	
heightened	their	awareness	of	it	in	daily	actions	and	helped	them	develop	a	deeper	
understanding	of	their	creativity.	I	will	discuss	this	aspect	of	self-knowledge	about	
creativity	 and	how	 it	was	used	by	 students	 to	 influence	 their	 creative	 efforts	 and	
achievements.	





























…	 and	 I've	 seen	 the	 impact	 with	 student	 activities	 because	 I	 definitely	 see	 the	 link	





up	 to	 different	 views,	 like	 my	 friend	 Temma	 and	 others	 who've	 participated.	 I	
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suppose	also	I'm	a	bit	more	conscious	about	creativity”	(IntT).	Upon	reflection,	Stela	
felt	 that	“I	 think	 it	has	made	me	more	aware	of	me	and	looking	at	 trying	different	
ideas	 and	not	necessarily	 rehashing	what	 you've	done	before	 so	 actually	 thinking	
about	what	 I'm	 doing	more”	 (IntT).	 Temma,	 on	 the	 other	 hand,	 was	 not	 entirely	
convinced	that	participating	had	such	an	impact,	although	she	noted	“I	found	myself	




Adolescents	 rarely	 brought	 up	 self-assessment	 of	 their	 creativity,	 whether	 it	 was	
during	the	creative	process	or	at	the	end	of	it.	They	sometimes	referred	to	occasions	






















adolescents	 that	 this	 would	 help	 them	 self-evaluate	 their	 creativities	 more	
accurately,	although	this	was	never	explicitly	stated.	Of	relevance	is	the	point	raised	
by	 teachers	 that	 it	was	 important	 for	 students	 to	 understanding	 creativity	 if	 they	
were	 to	 give	 feedback.	 Otherwise,	 peer	 feedback	 could	 misleadingly	 make	 some	
adolescents	feel	uncreative	and	“if	they	don't	feel	successful	at	it,	they	could	have	this	
fixed	idea	of	'oh,	I'm	not	creative’,	and	then	give	up	and	never	try”	(Yvona,	IntT).	
When	 teachers	 gave	 them	 choices	with	 either	 acting	 independently	 or	 in	 a	 group	
during	the	creative	process	(see	section	4.3.2.3	for	a	background	to	how	adolescents	
felt	empowered	by	this),	the	students	had	to	strike	a	balance	and	know	which	option	



























student,	 expanded	 on	 this	 in	 the	 context	 of	 science	 and	mathematics,	 subjects	 in	















I	 don't	 think	 that	 everything	 needs	 a	 creative	 approach.	 The	 basic	 understandings	 of	











to	produce	an	original	musical	 score	as	Bela	explained	 in	section	4.3.1.1).	Thus,	 it	
seemed	 important	 for	 adolescents	 that	 they	 learned	when	 to	 pursue	 disciplinary	
knowledge	and	when	to	apply	creativity,	and	to	effectively	dance	between	them.	
Although	sparsely	mentioned	by	adolescents,	there	were	opportunities	for	them	to	
choose	 where	 to	 develop	 and	 present	 their	 creativity	 in	 the	 school,	 and	 it	 was	
important	to	take	advantage	of	setting	if	they	wanted	to	be	creative.	In	section	4.3.2.3,	






that	 it	 was	 predominantly	 nurture	 that	 explained	 differences	 in	 creativity.	 This	
nurture	influenced	your	attitude	or	mindset	towards	being	creative.	Knowing	their	


















You	 have	 to	 change	 the	 way	 you	 think	 and	 some	 people	 are	 unwilling	 to	 do	 that.	
(Anonymous	17,	QueA)	
Trying	to	be	creative	meant	taking	advantage	of	creative	opportunities	afforded	to	
them	 by	 teachers	 by,	 as	 examples,	 “continuously	 engaging	 in	 activities	 which	
encourage	creativity”	(Anonymous	13,	QueA)	and	“practising	and	putting	yourself	in	
every	situation	that	needs	you	to	be	creative”	(Anonymous	16,	QueA).	Therefore,	it	
was	 apparent	 that	 “the	 more	 the	 teacher	 puts	 you	 in	 situations	 which	 demand	







problem,	help	 the	student	understand	 that	 there	are	multiple	ways	 to	understand	
something	new”	within	academic	contexts	at	school	(Nora,	ODFA).	Adolescents	also	
































Retrospectively,	 adolescents	believed	 that	being	consulted	upon	and	sharing	 their	





teachers	 and	 adolescents	 emphasised	 the	 central	 role	 of	 questioning	 and	 of	 non-
directive	guidance	from	teachers	and	peers	during	the	creative	journey.	In	teachers'	
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terms,	 this	 ‘formative	 assessment'	 helped	 adolescents	 develop	 a	 greater	
understanding	of	creativity	in	all	its	aspects.		
Shaping	 creative	 metacognition,	 awareness	 of	 creativity	 and	 the	 creative	 self,	
emerged	 as	 a	 significant	 theme	 for	 adolescents,	 although	 the	 term	 ‘creative	
metacognition’	was	not	used.	Compared	to	the	other	three	major	categories	(shaping	
disciplinary	 relevance,	 shaping	 student	 empowerment,	 and	 shaping	 personal	 and	
social	 relevance),	 adolescents	 tended	 to	 make	 less	 clear	 links	 between	 creative	
metacognition	 and	 teachers'	 actions	 for	 shaping	 it.	 For	 example,	 being	 consulted	
upon	during	the	research	was	perceived	to	develop	a	deeper	awareness	of	creativity,	
and	 likely	 helped	 their	 creativity.	 Yet,	 this	 belief	was	not	 often	directly	 related	 to	
something	teachers	do	or	could	do	to	foster	creativity.	Similarly,	there	were	no	direct	
links	 made	 between	 how	 adolescents’	 perceptions	 of	 why	 creativity	 should	 be	
fostered,	 or	 why	 discussions	 on	 this	 theme,	 helped	 develop	 their	 creativity.	 By	
suggesting	 aims	 of	 creativity	 such	 as	 well-being	 and	 deeper	 disciplinary	
understanding,	 adolescents	 raised	 the	 possibility	 of	 possible	 tensions	 if	 teachers	
viewed	the	aims	of	creativity	otherwise.	For	example,	if	teachers	viewed	creativity	as	
principally	about	well-being,	and	adolescents	saw	it	as	predominantly	about	raising	









As	 revealed	 in	 the	 presentation	 of	 the	 data,	 teachers	 and	 students	 shared	 many	
similar	perceptions	about	creativity	in	this	study.	Differences	between	adolescents	





























Table	 4.4:	How	 the	 perceptions	 of	 adolescents	 and	 teachers	 align	with	 creativity	 researchers	 on	 the	
nature	of	creativity.	





























































































































their	 students	would	not	appreciate	 the	 importance	of	disciplinary	knowledge	 for	
creativity,	 so	 it	 was	 perhaps	 surprising	 to	 them	 it	 was	 otherwise.	 The	 creativity	
literature	has	little	to	say	on	the	degree	that	MYP	criteria	assess	for	creativity.		
	
Table	4.5:	How	 the	perceptions	of	 adolescents	and	 teachers	align	with	 creativity	 researchers	on			
shaping	disciplinary	relevance.	























































































empowering	 students	 encouraged	 creative	 thought	 and	 action,	 while	 they	 also	
stressed	 that	 boundaries	 were	 important	 for	 shaping	 this	 empowerment.	 The	



































































































































































































































































who	 could	 influence	 a	 multitude	 of	 elements	 and	 interactions	 in	 the	 classroom’s	
learning	environment.	 	The	verb	‘shaping’	 implies	that	the	process	was	ongoing;	it	







categories.	 For	 the	 theme	 of	 ‘disciplinary	 relevance',	 the	 teacher	 ensured	 that	
creativity	occurred	within	the	realms	of	the	subject	so	that	there	was	not	too	much	
‘out	 of	 the	box	 thinking'	 at	 the	 expense	of	 ‘in	 the	box'	 or	disciplinary	 thinking.	 In	
‘shaping	empowerment',	teachers	struck	a	balance	between	providing	too	much	and	
too	 little	adolescent	autonomy	so	 that	 self-directed	 learning	maximised	creativity.	
‘Shaping	personal	or	social	relevance’	involved	the	teacher	creating	an	environment	
where	 adolescents	 found	 meaning	 in	 the	 curriculum	 while	 pursuing	 their	 own	




helped	guide	 students	 to	understand	 the	nature	of	 creativity,	 to	 assess	 accurately	
their	creativities,	to	seek	and	recognise	their	creative	strengths	and	limitations,	and	
to	 develop	 their	 capacities	 to	 be	 creative.	 This	 teacher	 guidance	 ideally	 aimed	 to	
strike	a	balance	between	being	too	directive	or	limiting	and	with	being	too	laissez-
faire	or	expansive.		The	model	in	Figure	4.1	illustrates	the	relationship	between	the	






Apart	 from	 the	 core	 category	 and	 its	 four	 major	 themes	 or	main	 categories,	 the	
presentation	 and	 analysis	 of	 data	 also	 introduced	 other	 themes	 or	 sub-categories.	





















































































































































































































































































































rather	 than	 ‘teach	 (for)	 creativity’	 or	 ‘foster’	 creativity.	 Makel	 has	 suggested	 that	
encouragement	 is	an	appropriate	term	because	 it	“focuses	attention	on	promoting	
and	assisting	what	is	already	there”	rather	than	artificially	adding	something	to	what	
is	 not,	 thus	 making	 it	 inclusive	 to	 all	 (2009:	 40).	 This	 ties	 in	 with	 students’	






The	 outer	 circle	 represents	 the	 maximum	 extent	 each	 boundary	 encourages	
creativity.	The	DERM	model	originates	in	what	students	at	CEIS	said.	While	they	did	













and	 social	 levels.	 Similarly,	 developing	 creative	 metacognition	 may	 deepen	
understanding	of	the	disciplinary	relevance	of	the	activity	or	task.	By	paying	attention	
to	 shaping	 the	 relationships	between	boundaries,	 as	well	as	 shaping	 the	elements	
within	each,	teachers	encourage	creativity.	They	are	boundaries	because	there	are	
limits	in	effectively	applying	each	of	them.	You	can	emphasise	the	shaping	of	each	too	
much	 or	 too	 little	 and	 so	 reduce	 the	 overall	 quality	 of	 the	 creative	 environment.	
Emphasising	any	one	boundary	 too	much	runs	 the	risk	of	paying	 less	attention	 to	
other	boundaries.	For	example,	emphasising	disciplinary	relevance	with	everything	
adolescents	do	may	give	them	feelings	of	disempowerment,	make	it	less	personally	















struggle	 to	 be	 creative	 in	 that	 subject,	 resulting	 in	 applying	 other	 disciplines	 to	
showcase	 their	 ‘out	 of	 bounds’	 creativity.	 Figure	 4.5	 shows	 these	 four	 possible	
scenarios	and	Table	4.10	summarises	what	they	mean.		
	
										Shot	in	the	dark	 	 			Pointless	 	 		Submissive	 	 	Out	of	bounds		



















When	 there	 is	 little	 emphasis	 on	 students	
developing	creative	metacognition,	there	is	a	danger	










When	 there	 is	 little	emphasis	on	 the	personal	and	
social	aspects	of	learning,	there	is	a	danger	that	they	
will	be	disconnected	from	what	they	are	doing,	they	










































skills,	 creativity-relevant	 processes	 and	 intrinsic	 task	 motivation	 (the	 within-




guiding	 the	 how,	 when	 and	 where	 to	 be	 creative.	 It	 also	 includes	 modelling	 and	
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students	 at	 a	 US	 public	 school,	 that	 trusting,	 positive	 teacher/student	
relationships	 and	 student	 empowerment	 were	 the	 two	 key	 factors	 in	 classroom	
environments	that	encouraged	student	creativity	(2013).	Cooke,	however,	presented	
a	 hierarchal	 model	 stating	 that	 relationships	 dictated	 the	 level	 of	 student	
empowerment	rather	than	operating	 in	parallel	(2013).	 It	was	not	evident	at	CEIS	
that	there	was	a	hierarchal	structure	in	the	main	categories	that	emerged.	
The	 literature	 review	 highlighted	 the	 recent	 attention	 being	 paid	 to	 creative	
metacognition,	and	this	study	highlighted	the	importance	adolescents	attached	to	it.	
Kaufman	and	Beghetto	have	similarly	urged	teachers	to	develop	students’	creative	














































The	 notion	 of	 consulting	 students	 about	 aspects	 of	 their	 schooling	 is	 no	 longer	 a	
radical	approach	within	schools	and	in	educational	research.	Research	on	creativity	





to	 focus	 on	 variables	 that	 influence	 psychometric	 measurements	 of	 creativity,	
especially	 on	 children	 identified	 as	 creative	 (such	 as	 Lassig,	 2013).	 Thus,	 I	









I	 integrate	 findings	 for	 research	 question	 #3	 into	 responses	 to	 #1	 and	 #2.	 The	
presentation	 and	 analysis	 of	 data	 pertaining	 to	 #1	 reflected	 an	 understanding	 of	
creativity	 by	 adolescents	 and	 of	 teachers	 that	 aligned	 comfortably	 with	 current	
interpretations	in	the	creativity	literature.	Rather	than	force	an	adolescent-generated	
single	definition	of	creativity,	I	sought	to	understand	those	aspects	that	they	believed	
gave	 the	 word	 its	 meaning.	 These	 aspects	 or	 properties	 were	 novelty,	 value,	
disciplinarity,	remixing	ideas,	follow-through,	and	mindset.	I	found	it	surprising	that	
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adolescents	 had	 perceptions	 so	 closely	 aligned	 with	 both	 teachers	 and	 creativity	
researchers.	Numerous	studies	have	indicated	the	conflicting	views	about	creativity	
between	 children	 and	 teachers	 (such	 as	 Slatter,	 2009),	 children	 and	 creativity	
researchers	 (Turner,	 2013),	 and	 between	 teachers	 and	 creativity	 researchers	
(Turner,	2013).	
As	 clarification	 emerged	 on	 how	 adolescents	 perceived	 creativity,	 #2	 became	 a	










fall	 into	 four	 main	 categories.	 These	 were	 disciplinary	 relevance	 (D),	 student	
empowerment	 (E),	 personal	 and	 social	 relevance	 (R),	 and	 creative	metacognition	
(M).	 This	 conclusion	 led	 to	 the	 development	 of	 the	 DERM	 model	 for	 fostering	
creativity	in	the	curriculum	that	aims	to	provide	teachers	with	a	practical	tool.	While	
the	 model	 offers	 an	 interpretation	 of	 what	 adolescents	 perceive,	 it	 appears	
compatible	with	current	theories	about	creativity,	such	as	those	already	discussed	of	
Amabile	 (1996)	 and	 Kaufman	 and	 Beghetto	 (2013).	 Again,	 I	 was	 surprised	 that	
adolescents	and	teachers	agreed	on	many	creativity-fostering	practices	within	this	
model,	 and	 that	 these	 practices	 have	 been	 suggested	 to	 varying	 degrees	 in	 the	
creativity	 literature.	 Nevertheless,	 the	 broad	 agreement	 between	 adolescents	 and	
teachers	on	the	model	did	not	imply	that	everyone	had	the	same	perceptions.	There	







individual	 and	 social	 settings	 to	 explore	 the	 nature	 of	 creativity	 and	 how	 it	 was	
encouraged	in	the	curriculum,	with	the	result	that	many	of	them	believed	they	had	
become	 more	 creative.	 Similarly,	 for	 participating	 teachers,	 they	 believed	 they	








themselves	 that	 encourage	 their	 creativity	 and	 its	 development.	 The	model	 offers	
teachers	at	CEIS	a	practical	approach	to	fostering	creativity	grounded	in	adolescents’	
perceptions.	In	other	words,	the	practices	suggested	in	the	DERM	model	would	likely	




CEIS,	 their	 teachers,	 and	 the	 pedagogical	 leadership	 teams.	 The	 model	 offers	 a	
resource	for	the	school	to	consider	either	as	it	stands	or	to	further	develop.	I	have	














CEIS	 is	 also	 in	 a	 strong	 position	 to	 influence	 practice	 elsewhere.	 Teachers	 and	
students	 frequently	 change	 schools	 and	bring	 ideas	with	 them,	 innovations	at	 the	
school	 have	 been	 published	 in	 IB	 and	 other	 education	 literature,	 and	 the	 school	
frequently	hosts	education	workshops	open	 to	educators	worldwide.	The	 findings	
are	also	grounded	in	the	close	alignment	of	perceptions	of	adolescents,	teachers	and	
researchers,	 with	 this	 shared	 understanding	 undoubtedly	 arising	 in	 part	 from	 a	
school	 culture	 at	 CEIS	 in	 which	 creativity	 was	 actively	 encouraged	 in	 many	
classrooms.	Thus,	in	some	ways,	the	model	reflects	the	views	of	informed	participants	
because	 they	 could	 frequently	 practice	 being	 creative	 as	 well	 as	 learn	 from	 and	




















further	 (Corbin	 &	 Strauss,	 2015;	 Strauss	 &	 Corbin,	 1998).	 My	 aim	 was	 not	 to	
generalise	 findings	or	apply	percentages	 to	how	many	people	experienced	 this	or	
believed	that.	Instead,	 it	was	to	reach	an	in-depth	understanding	of	how	creativity	
and	 its	 encouragement	were	 perceived	 and	 to	 try	 to	 determine	 some	 underlying	
conceptual	relationships.	
Nevertheless,	in	determining	the	applicability	of	the	findings,	it	is	important	to	gauge	
the	 extent	 findings	 are	 representative	 of	 others.	No	 effort	was	made	 to	 share	 the	
findings	with	all	adolescents	 in	 the	 two	year-groups	and	with	all	 their	 teachers	 to	









the	 questionnaire	 had	 distinguishing	 characteristics.	Were	 they	 simply	 those	 that	
were	most	 confident	 or	 felt	most	 self-conscious	with	 saying	 no?	 Similarly,	 only	 9	
teachers	(or	30%)	completed	the	questionnaire	and	pursued	their	participation.	In	
summary,	I	did	not	determine	the	degree	of	representativeness	of	participants.		




short	 time	 spans	 between	 data	 collections	 restricted	 my	 capacity	 for	 theoretical	
sampling,	most	notably	when	I	conducted	all	1-to-1	and	1-to-2	interviews	on	one	day.	
In	 analysing	 the	 data	 further	 after	 these	 interviews,	 I	 noticed	 some	 themes	 that	
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deserved	more	attention.	For	example,	in	section	3.7.2,	I	mentioned	how	I	thought	
adolescents’	 perceptions	 of	 connections	 between	 interdisciplinary	 learning	 and	
creativity	 remained	 relatively	 unexplored	 within	 the	 main	 category	 ‘shaping	
disciplinary	boundaries’.	I	also	would	have	liked	to	have	probed	further	adolescents’	
sense	of	ownership	of	creative	products	(a	theme	that	emerged	more	clearly	in	the	
final	 interviews	 with	 adolescents),	 and	 teachers’	 perceptions	 of	 encouraging	
creativity	in	students	with	limited	English	proficiency.	Finally,	I	believe	there	were	
opportunities	to	explore	in	more	depth	some	elements	of	the	main	concept	‘shaping	
creative	 metacognition’	 such	 as	 the	 strategies	 adolescents	 used	 to	 assess	 the	
creativity	of	their	products	(for	example,	who	did	they	approach,	how	did	they	take	
on	 board	 critical	 feedback,	 and	 how	 did	 personal	 reflection	 occur?)	 and	 how	
adolescents	developed	 their	understanding	of	 the	nature	of	 creativity.	Theoretical	
saturation	of	these	and	other	concepts	would	have	generated	a	more	comprehensive	








description	and	explanatory	power	 for	 the	context	of	CEIS	but	 they	are	not	easily	







to	 MYP	 teachers	 at	 CEIS	 and	 those	 in	 other	 international	 schools.	 I	 believe	 such	
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research	 would	 help	 change	 or	 refine	 the	 model	 to	 ensure	 its	 precision	 and	
practicality.	 In	 adapting	 the	 model,	 another	 possible	 direction	 is	 to	 focus	 on	 the	
strategies	that	adolescents	(not	teachers)	use	to	develop	their	creativity.	This	could	
lead	to	a	model	that	places	more	emphasis	on	how	adolescents	consciously	direct	the	





further	 study	 is	 how	MYP	 assessment	 criteria	 are	 applied	 by	 teachers	 to	 reward	
creativity.	Given	that	the	IB	believes	its	education	“fosters	creativity	and	imagination”	
(IB,	2014:	11),	the	findings	might	be	helpful	as	the	IB	continually	reviews	the	MYP	





These	 are	 all	 possible	 directions	 for	 future	 research.	 Of	 course,	 there	 are	 other	
possibilities	which	 are	more	 specific	 and	 probably	more	 personal.	 For	 example,	 I	

















and	 many	 other	 ways,	 adolescents	 and	 teachers	 helped	 me	 reformulate	 my	
understanding	of	creativity.		
It	 has	become	popular	 for	 adults	 to	 claim	 that	 schools	knock	 the	 creativity	out	of	
young	 people	 (even	 one	 senior	 administrator	 at	 CEIS	 said	 this	 to	 me	 in	 casual	
conversation).	This	was	clearly	not	the	sentiment	of	many	young	people	at	CEIS.	To	




























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































(categories	and	concepts).	 In	this	Mac	version	of	the	software,	 it	 is	not	possible	to	
export	or	print	coding	from	a	transcript	(see	screenshot	below).	Thus,	I	have	shown	








































Disposition of creative person/ Open-
minded 
 
Definition of creativity/ Outside 
the box 
 
Definition of creativity/ Unique or 
new 
 
Definition of creativity/ Personal 
 
Definition of creativity/ Arts 
Literature 
 
Definition of creativity/ 
Multifaceted 
Definition of creativity/ 
Subject-specific creativity 
Definition of creativity/ 
Multidisciplinary 
Creativity in non-Arts 































Definition of creativity/ 
Problem-solving 
Definition of creativity/ Real life 
application 
Definition of creativity/ 
Problem-solving 
Definition of creativity/ 
Multidisciplinary 
Definition of creativity/ 
Subject-specific creativity 
Definition of creativity/ Type of 
thinking 
Definition of creativity/ 
Subject-specific creativity 
Definition of creativity/ 
Problem-solving 
Definition of creativity/ 
Mindset or attitude 
Definition of creativity/ Unique or new 






























Definition of creativity/ 
Mindset or attitude 
Definition of creativity/ 
Subject-specific creativity 
Definition of creativity/ 
Type of thinking 
Definition of creativity/ Problem-solving 
Definition of creativity/ 
Unique or new 
Definition of creativity/ 
Expression 
Definition of creativity/ 
Process and product 
Definition of creativity/ 
Unique or new 
Definition of creativity/ 
Expression 
Definition of creativity/ 
Mindset or attitude 
Nature of task/ solving a problem 
Sharing products of creativity 































Definition of creativity/ 
Subject-specific creativity 
Definition of creativity/ 
Problem-solving 
Definition of creativity/ 
Mindset or attitude 
Definition of creativity/ c-
creativity 
Definition of creativity/ Building on 
previous ideas and products 
Definition of creativity/ 
Having ideas 
Communication with others/ 
dialogue 
Sharing products of creativity Disposition of creative person/ Selling 
an idea 
Disposition of creative person/ 
Unfavourable idea 
Disposition of creative 
person/Follow-through 
Disposition of creative 
person/Follow-through 
Definition of creativity/ 





























Disposition of creative 
person/Follow-through 
Disposition of creative 
person/Resilience 
Disposition of creative 
person/Follow-through 
Process of creativity/ Ideas 
and product 
Disposition of creative 
person/Follow-through 
Definition of creativity/ 
Process 
Definition of creativity/ Real world application 































Disposition of creative 
person/Follow-through 
Disposition of creative 
person/Personal 
Definition of creativity/ Building on 
previous ideas and products 
Definition of creativity/ 
Impact 
Disposition of creative 
person/Follow-through 






























Definition of creativity/ 
Impact 
Nature of task/ Open-
ended tasks 
Encouragement of creativity in 
students/ Choice in product 
Nature of task/ Open-
ended tasks 
Encouragement of creativity in student task/ Parameters 
Encouragement of creativity in student task/ Choice of process 
Encouragement of creativity in student task/ 
Exemplars and modelling 
Encouragement of creativity in student 
task/ Group not individual 
Encouragement of creativity in student task/ 
Peer assessment and feedback 
Encouragement of creativity in student task/ 
Intro encourages creativity 
Sharing products of creativity/ 
Presentations 






























Encouragement of creativity in student 
task/ Parameters in task 
Encouragement of creativity in student 
task/ Parameters in task 
Encouragement of creativity in student 
task/ Choice of process 
Balance/ Open & closed instructions 
Encouragement of creativity in student 
task/ Parameters in task 
Disposition of creative person/ 
Follow-through 
Disposition of creative person/ 




























Disposition of creative person/ 
Follow-through 
Encouragement of creativity in student 
task/ Parameters in task 
Balance/ Open & closed instructions 
Encouragement of creativity in student 
task/ Parameters in task 
Disposition of creative person/ 
Follow-through 
Encouragement of creativity in student 
task/ Parameters in task 
Definition of creativity/ Real 
life application 
Encouragement of creativity in student 
task/ Parameters in task 
Balance/ Open and closed 
instructions 
Encouragement of creativity in 
student task/ Time/ Deadlines 
Encouragement of creativity in 





























Disposition of creative person/ 
staying in context 
Disposition of creative person/ 
Follow-through 
Disposition of creative person/ 
Realistic and practical 
Nature of task/ Solving a 
problem 
Application of creativity/ 
Application outside school 
Encouragement of creativity/ 
Atmosphere/ Boredom 





























Encouragement of creativity/ 
Atmosphere/ Boredom 
Disposition of creative person/ 
Follow-through 
Disposition of creative person/ 
Follow-through 
Encouragement of creativity/ 
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Encouragement of creativity/ 
Access to resources/  
Encouragement of creativity/ 
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Assessment/ Assessment for 
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Process of creativity/ Seeking feedback 
continuously 






Valuing creativity/ Self-esteem Encouragement of creativity in student 
task/ Feedback 
Valuing creativity/ Self esteem 
Encouragement of creativity/ By 
students 
 






























Encouragement of creativity/ By 
students 
 
Encouragement of creativity in 
student task/ Feedback 
Definition of creativity/ Personal 
Communication with others/ Presentation 
Disposition of creative 
person/ Uncertainty 












































































































































































































































































































From: Eanna O'Boyle eannaoboyle@mac.com
Subject: Creativity Research at 
Date: 16 November 2015 at 11:11
To:
Dear ,
My name is Éanna O’Boyle and I write to you from neighbouring Luxembourg.
I am at the research enquiry stage of my Doctorate in Education (EdD) from the University of Bath. I have received approval from
the university to conduct research into students’ perceptions of how creativity is fostered by teachers. I am very keen to carry out
research in this area at , a school well renowned for its early and continued commitment to
the IB. More specifically, I would be keen to survey and interview students in the final two years of the programme (MYP 4 and 5
or what I believe you came grades 9 and 10), as well as their teachers. This would be followed up with focus group interviews,
which I would facilitate, with a smaller number of students and teachers. 
I attach a letter clarifying the request and the timeline. I also attach draft letters which would go to teachers and students in the
event that approval was granted for the research. 
A little about myself. I am on a year sabbatical after spending the last five years as Head of 
 (an IB school implementing PYP, MYP and DP). I have been involved in teacher IB programmes since 2002, with the IB
as workshop leader, team visitor and consultant since 2006, and I have written about the IB in academic and non-academic
forums. 
I am happy to discuss this request further in more detail through email. My Skype is eannaoboyle if you would like to discuss
these through conversation.













my	Doctorate	 in	Education	at	 the	University	of	Bath,	UK	 (http://www.bath.ac.uk).	 I	write	 this	 letter	
seeking	your	consent	or	permission	for	your	child	to	be	part	of	this	research	project.	
The	research	studies	the	perceptions	of	Grades	9	students	and	their	teachers	of	what	creativity	is	and	






This	 would	 be	 an	 anonymous	 survey	 about	 creativity	 with	 the	 option	 in	 a	 final	 question	 of
volunteering	to	be	part	of	a	focus	group	and	thus	surrendering	anonymity.	This	final	question	would
explain	 how	 I	 would	 choose	 participants	 in	 the	 focus	 group	 to	 ensure	 there	 was	 varied
representation	(eg	of	opinions	and	gender).	[November/December	2015].
2. At	least	one	semi-structured	focus	group	with	students	that	I	will	facilitate	on	site.	The	maximum
allotted	time	for	 the	 focus	group	would	be	1	hour.	 It	would	be	audio-recorded	and	subsequently
subscribed.	[January/February	2015].
To	explore	concepts	further,	I	may	use	the	following:	



























































as	 ensure	 participant	 anonymity	 and	 that	 of	 the	 school	 in	 all	 communications,	 reports	 and	
publications.	When	 reporting,	 I	will	 use	 fictitious	 names	 for	 all	 participants	 and	 for	 the	 school,	
which	 give	 no	 clues	 to	 their	 identities.	 I	 will	 not	 communicate	 to	 anyone	 in	 the	 ISD	 school	
community	 or	 elsewhere	 information	 that	 would	 link	 opinions	 or	 actions	 with	 a	 particular	
participant.		
















Please take a moment to read this important information before you start.
My name is Éanna O'Boyle and I am completing my Doctorate in Education
from the University of Bath (UK). As part of my Doctoral studies, I am researching
students' and teachers' perceptions of creativity. More specifically, I want to know
what grade 9 and grade 10 students and their teachers at 
 think creativity is and how it is encouraged at school. I think this
research will help  and other schools to understand better how creativity is
developed in young people.
The first step in my research is to invite students to complete this
questionnaire. The second step is to invite a smaller number of students to a group
interview later in the school year.
This is an anonymous survey meaning that you do not have to give your
name. After asking you some factual questions (eg where you are from), I then ask
you questions related to creativity. You do not have to answer all questions but I
hope you do. The survey will probably take about 30 minutes.
At the end of the survey, I ask if you are interested in being part of a group
interview with other students. If you are interested, then I have asked you to include
your name at the end.
Your responses in this questionnaire are confidential. This means that I will not
share information that would link a response to a particular student. When I write
about this research, I will not use your real names and I will not even mention the
name of the school.
Once again, I am very grateful that you have volunteered to complete this
questionnaire. It is my hope that your responses will help us understand better how








































Please take a moment to read this important information before you start.
My name is Éanna O'Boyle and I am completing my Doctorate in Education
from the University of Bath (UK). As part of my Doctoral studies, I am researching
students' and teachers' perceptions of creativity. More specifically, I want to know
what grade 9 and grade 10 students and their teachers at 
 think creativity is and how it is encouraged at school. I think this research
will help  and other schools to understand
better the development of creativity in young people.
I am inviting teachers of grades 9 and 10 to complete this questionnaire. The
second step is to invite a smaller number of teachers to a group interview later in the
school year.
This is an anonymous survey meaning that you do not have to give your
name. After asking you some factual questions (eg your gender), I then ask you
questions related to creativity. You do not have to answer all questions but I hope
you do. The survey will probably take about 40 minutes.
At the end of the survey, I ask if you are interested in being part of a group
interview with other teachers. If you are interested, or potentially interested, then I
have asked you to include your name at the end.
Your responses in this questionnaire are confidential. This means that I will not
share information that would link a response to a particular teacher. When I write
about this research, I will not use your real names and I will not even mention the
name of the school.
Once again, I am very grateful that you have volunteered to complete this
questionnaire. It is my hope that your responses will help us understand better the










































Pilot Teacher Survey Creativity Copy
Page 1: Introduction
Please take a moment to read this important information before you start.
My name is Éanna O'Boyle and I am completing my Doctorate in Education
from the University of Bath (UK). As part of my Doctoral studies, I am researching
students' and teachers' perceptions of creativity. More specifically, I want to know
what MYP4/MYP5 students and MYP4/MYP5 teachers at 
 think creativity is and how it is encouraged at school. I think this
research will help schools to understand better how creativity is developed in young
people.
I am inviting teachers of classes MYP4 and MYP5 to complete this
questionnaire. The second step is to invite a smaller number of teachers to a group
interview later in the school year.
This is an anonymous survey meaning that you do not have to give your
name. After asking you some factual questions (eg what class you are in), I then
ask you questions related to creativity. You do not have to answer all questions but I
hope you do. The survey will probably take about 30 minutes.
At the end of the survey, I ask if you are interested in being part of a group
interview with other teachers. If you are interested, then I have asked you to
include your name at the end.
Your responses in this questionnaire are confidential. This means that I will not
share information that would link a response to a particular teacher. When I write
about this research, I will not use your real names and I will not even mention the
name of the school.
Once again, I am very grateful that you have volunteered to complete this
questionnaire. It is my hope that your responses will help us understand better how
to teach for creativity in schools.
Page 2: One final thing!
I want to know what you think. So write as much as you need to.
Please note that I am also giving a questionnaire to students and will be conducting










Page 12: Thank you
Thank you very much for getting this far.








































































































































































































































































































































































































































































































































































































































































From: Eanna O'Boyle eannaoboyle@mac.com
Subject: Creativity Research at 
Date: 2 May 2016 at 15:45
To:
Cc: Eanna O'Boyle eob22@bath.ac.uk
Dear Tom,
Greetings from Luxembourg and I hope all goes well with you during this busy time of the year.
First if all, many thanks for participating already in the research. I appreciate this very much. Now, I am wondering if you can
participate further.
As part of my doctoral research on creativity, I have opened up a discussion forum on google groups. I have raised three
discussions to start this off. You don’t have to respond to all, or indeed any, of them. Most importantly, please feel free to start
your own discussions! In that way, I get a feeling of what aspects of creativity in schools are important to you. These discussion
groups will go on or as long as they are helpful, although I imagine they will finish by mid June when the school year ends.



































































































From: Eanna O'Boyle eannaoboyle@mac.com
Subject: Yesterday's Visit to 




Many thanks for spending time with me yesterday, showing the school, organising so many logistics and for making me feel so
welcome. I’m very grateful. It was great meeting with the grades 9 and 10 students and the teachers, and I was very appreciative
of their willingness to share their time and perspectives with me. I was also fortunate to meet, at short notice, with  for
a few minutes before leaving.
We will stay on contact. I really appreciated the welcome received from everybody starting from the friendly and efficient staff at
the security desk, to reception, and all who I encountered during the day.  I hope to return to the school to probe further the
perceptions of staff and students and I will let you know about a time frame that would be ideal for this. I am hoping to return quite
soon, within the next month, to conduct further focus groups and to also select people to interview one-to-one. I’ll let you know as
soon as I can. 











From: Eanna O'Boyle eannaoboyle@mac.com
Subject: Thank you
Date: 16 June 2016 at 17:25
To:
Dear ,
Thank you for your very generous and insightful contribution to the research, and for the samples of creativity in action. You
opened my eyes to the world of creativity at . 
I continue to bring together and analyse the data so that it can be helpful for the school and elsewhere. The interview with you
helped clarify and confirm aspects about creativity at  as well as bring out some fresh perspectives.  It will take a while to
make sense of all of the contributions to the research but I think I’m getting there!
I will connect with you again in the new school year to let you know how everything is going.





































This means making 
sure that students have 
some degree of freedom 
with matters that are 
important to them. 
 
Too much emphasis on 
shaping student 
empowerment perhaps 
can lead to shallow 
creativity for many 
students. 
understanding in a final product (eg not being allowed to use 
PowerPoint in a presentation).   
To be creative, students appreciate when they are consulted about 
the choices available in the process and product of classroom 
tasks.  They appreciate being consulted on and having a ‘voice’. 
Similar, although there was limited 
discussion on this. 
Students appreciate having opportunities to decide who they talk 
with and when they do so in terms of seeking feedback from other 
students. Students also appreciate having the choice to be alone. 
Similar. The final point was discussed 
more. 
Students appreciate when the products of their creativity remain 
owned by the student. As an example, it was mentioned that they 
like to have a say where their poster is placed in the wall. 
This was more discussed in light of the 
Personal Project, but less with regard to 
other products. 
Students feel empowered when they think a teacher sees them as 
people worth knowing.  For example, students appreciate 
teachers who genuinely listen to them if they have a concern 
about how some element of their creative product will be 
assessed. 
Similar, although the last point was not 
brought up. 
 
Boundary Students’ perceptions Teachers’ perceptions 
Shaping personal and 
social relevance  
 
This means making 
sure that students find 
the subject relevant at 
an emotional level. 
 
Too much emphasis on 
shaping personal or 
social relevance 
perhaps can lead to 
going off topic for many 
students 
To be creative, students feel that tasks need to have personal 
relevance and sometimes they also need to feel that their efforts 
will have a social impact.   
Similar. 
Connected with above is the need for teachers to appreciate how 
social recognition and genuine praise, when said honestly, 
encourage creativity.  Students feel good when the teacher or 
their peers praise them. 
Similar, although teachers talked less 
about praise and more about sharing 
constructive feedback. 
Students feel that other students appreciate creativity in others 
and praise it spontaneously. Creativity seems to be held in high 
esteem amongst students.   
Similar. Teachers also felt that creativity 
was a good thing and that it was valued by 
students. 
Students appreciate when they have an opportunity to share what 
they have creatively done.   
Similar. 
Students feel that one important aim of encouraging creativity is 
to develop their self-esteem and well-being. Being creative gives a 
feeling of satisfaction.   
Similar, although teachers discussed more 
the need of society to have creative people 
in the workplace. 
 




This means helping 
students know i) what 
creativity means in the 
subject, ii) what their 
creative strengths and 
weaknesses are, and iii) 
when, where, how and 




seeking, giving and 





Too much emphasis on 
shaping creative 
metacognition can 
perhaps lead to 
procrastination for 
many students. 
Students appreciate having an opportunity to discuss what 
creativity is and what it involves. They feel it helpful to hear 
various perspectives, to continuously question their own 
perceptions, and to be open to changing their opinions as a result 
of these dialogues. The students felt that having the opportunity to 
discuss creativity during the study has led to a greater awareness 
of how creativity can be applied to their learning.  
Similar. 
Students feel it can be helpful to have regular feedback from 
teachers on how creative they are. This feedback needs to be 
honest but not too harsh or too soft. It needs to be encouraging. It 
could include the teachers suggesting something (eg a dance 
move). This continuous feedback helps students be able to self-
assess their creativity more accurately.   
Similar. There was greater emphasis on 
what this constructive feedback would 
look like. There was discussion on giving 
perspectives instead of judgments and 
with scaffolding these perspectives 
accordingly. 
Similarly, students need opportunities to gain feedback from 
other students. For example, students need time near the 
beginning of a creative task to share their ideas with their peers so 
that they can see if their ideas are worth pursuing. They also 
appreciate time near the end to edit their final piece based on 
feedback from the teacher and peers.   
Similar, although there was no discussion 
on the last point mentioned. 
Students feel they can learn more about what creativity is and 
involves if they can see examples of it around them, for example in 
their teachers.  
Similar. 
While students find it helpful to see high quality assessment 
samples from previous years, they also like to see a diversity of 
ways to do them because of how they can open up creative 
possibilities.   
Similar. Through discussion, teachers also 
saw the value of exemplars as illustrating 
possibilities. 
Students appreciate spaces for asking questions to others so that 
they gain and give feedback (both of which presumably can help 
develop their creative metacognition).   
Similar. 
Students need time to be creative. That’s why extended projects 
stimulate creativity. 
Similar. 
Students appreciate when teachers discuss how they can be 
creative in a task when introducing it to the class. Discussing this 
motivates students to think about how they can be creative as well 
as explain what being creative means in that subject. 
Similar. Less discussion on how a teacher 
introduces a task. 
 
246
	
	
	
	
	
	
247
